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	PROJECT TITLE:
An exploration of whether university level Musical Theatre training develops the mental resilience necessary for the performing arts industry

	THE CONTEXT:
There seems to be a disproportionate amount of ill mental health among performing artists (Musgrave, 2022). This study aims to examine whether mental resilience may be a skill that is lacking among professional performers, and could be a possible factor to mental ill health. Do performers have the skills to handle the potential psychosocial damage of the career in the performing arts (Musgrave, 2022, Spiro et.al. 2021, Ostwald, et.al. 1994).

	THE JUSTIFICATION:
I wish to discover if performers have the skills of mental resilience, one's ability to adapt or cope in situations of high stress, as well as their ability to use emotional resources to adapt to adversity (Davydov et.al., 2010). From this I wish to glean if it would be valuable for students to learn these skills before entering the professional industry. Since I am positioned within a university, I may be able to implement workshops, or a syllabus to help address this potential gap in practical education.

	THE INTENDED IMPACT:
If these skills are not being taught in university, it is possible that their implementation may have a positive effect on the overall mental health of performers (Gao et.al., 2017). There are many factors to mental wellbeing within the arts, and I believe that this may act as a jumping off point for further exploration.

	THE OUTLINED INTENTION:
I will be taking a qualitative approach to this research project through a literature review, survey, and interviews. This will allow me to gain an overall understanding of the systems within the performing arts, and performing arts education, and mental resilience function within them (Barker & Edwards, 2018).

I will focus my literature review on mental health in the performing arts, with a particular focus on mental resilience. I will extend this to credible grey literature sources and I will employ document analysis and the Kepes/Adams framework to analyse the quality of the grey literature sources when the peer review data has been exhausted. This extension into grey literature may provide a more complete view on performers' experiences (Mahood et.al, 2013) and further insight into the current state of the industry.

Following this, I will undertake an anonymous questionnaire, to examine whether these skills of mental resilience are being taught or developed within University education. This will allow me to gain a broader understanding of the mental health among performers due to the survey's ability to give an overview of the overall trends within the industry (Kelley-Quon, 2018). This will give me a breadth of knowledge, and an overview of the current understanding of mental resilience among theatre professionals.

Finally, I will conduct semi structured interviews, to glean further insights into individual stories. These will allow me to discuss the topic with significant depth with the participants (Gill et.al, 2008).  I will be focusing on three different demographics; Recent graduates, Performers with 5+ years of professional experience, and individuals who hire West End performers. 

	THE ETHICS AND INSIDER RESEARCH:
I do not wish to conduct the research with the students within my own institution, as I do not wish to compromise the relationship developed with them, as this may affect my ability to effectively carry out my work (Marylin, 2003). I am also aware that I may be speaking with alumni from the institution, so I will not promote my involvement with Urdang to avoid any bias on the interviewees behalf, and ensure their anonymity is respected.

I will also have due regard for the mental health of the individuals I am speaking with, and reassure that all participants are not obliged to answer any question, and may withdraw from the study at any time. Where issues relating to mental health unexpectedly arise, the student will be referred to BAPAM or other relevant support services.

	PERSONAL LEARNING OUTCOMES:
· To use the research design to gleam a greater understanding of the mental struggles of individuals with the performing arts industry
· To understand if performers are equipped with the tools necessary to develop their mental resilience.
· To identify the tools of mental resilience utilise by professional performers
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INTRODUCTION
Throughout this essay, I aim to examine how mental resilience, or one's ability to overcome adverse challenges (Tugade & Fredrickson, 2011), is integral to sustaining a career in the performing arts. The importance of mental resilience is understood in both the educational setting and within the professional environment (Innes, 2021), where each individual who undertakes a career in the performing arts will be plagued by a plethora of adverse challenges of job insecurity, financial challenges, and personal scrutiny (Spiro et.al, 2021). Studies show there is a high prominence of ill mental health among performing arts professionals, with evidence showing suicidal ideation six times higher than the general population, (Innes, 2021). A lack of mental resilience, or an inability to overcome adverse challenges, has been seen as a factor of ill mental health (Sameroff & Rosenblum, 2006), as “mental illness is the opposite of resilience in that behavior does not change with the situation” (Sameroff & Rosenblum, 2006, p.116). Through my research, I aim to show how developing skills of mental resilience is integral to the healthy maintenance of a career in the performing arts.
	Some of this responsibility is on the institutions to develop the students skills of mental resilience (Innes, 2021), yet as Hayes (2002, p.301) put it, “psychological skills training for athletes—such as goal setting, concentration training, relaxation training, and imagery—are notable by their absence within many performing arts programs”. This report aims to understand the concept of mental resilience within the context of the musical theatre industry, by examining mental resilience from a personal and social perspective, as well as the interaction between the two. Through qualitative research of questionnaire responses and interviews, as well as a cross reference with existing literature, I will examine whether these skills are being developed within the context of degree level musical theatre training.

LITERATURE REVIEW
To fully understand the mental resilience within performing arts, I have examined the different definitions of mental resilience, the elements that comprise mental resilience, some of the factors that hinder mental resilience, identity foreclosure, and learned helplessness, as well as factors that develop mental resilience; self efficacy (autonomy), optimism, and support networks.

DEFINITION OF MENTAL RESILIENCE
There have been a wide variety of definitions and understandings of mental resilience (Fletcher & Sarkar). To fully understand the multifaceted aspects of our mental resilience (Resnick, 2011), I will be incorporating elements of;

· Psychological resilience: One’s ability to maintain a positive affect when faced with adversity (Tugade & Fredrickson, 2011).
· Emotional resilience: One’s ability to separate positive and negative emotions within a situation (Resnick, 2011).
· Dispositional resilience: The incorporation of three personality characteristics including “commitment to others, a sense of control over outcomes, and a willingness to learn from the current situation” (Resnick, 2011, p.200).

I will predominantly using Grant & Kinman’s (2013, p.350) definition of mental resilience as one’s “ability to tolerate stressful conditions, and gain strength from adversity”. 
To understand resilience, we must also examine adversity. Adversity can encompass both mild adversity, (e.g., day-to-day stressors), and major adversity (e.g., bereavement) (Fletcher & Sarkar, 2013). Davydov et. al. (2010) states that there are different states of resilience necessary for each of these scenarios. However, there is evidence that developing resilience for mild adversity also develops one's capability to face major adversity (Sameroff & Rosenblum, 2006). 
When examining one’s level of resilience, we must look at the means through which an individual is resilient. The two main metrics are;
· The lack of maladaptations: Individuals who did not not develop mental ill health compared to those in similar situations (Mahoney & Bergman, 2002).
· The development of positive adaptations: Personal, or social, tools that were developed as a means of overcoming adversity (Egeland et.al, 1993).

POSITIVE ADAPTATION
Positive adaptation has been defined as “behaviorally manifested social competence, or success at meeting stage-salient developmental tasks” (Luthar & Cicchetti, 2000, p.858).
Maladaptive behaviors are described as “any type of behavior … that violates a written or unwritten social norm” (Oosdam et.al., 2019, p.601). This is harder to define within the context as, from current research, there does not seem to be a definition of what the “social norm” is, or whether the current social norm could be maladaptive. There will be examination of maladaptive behaviours within this report, but they will not be extensively explored within the research as further ethical considerations would be required to speak to individuals about maladaptive adverse experiences.
The aim of this research is to better understand the tools of the processes utilised by musical theatre performers, within the context of the professional musical theatre industry, “to deal with a combination of unpleasant emotions and mental struggles” (Fletcher & Sarkar, 2013, p.11). However, it should be noted that the tools that an individual may utilise could be more in line with coping, rather than resilience. This is important to note, as “resilience influences how an event is appraised, whereas coping refers to the strategies employed following the appraisal of a stressful encounter” (Fletcher & Sarkar, 2013, p.13). However, this process should not be dismissed, as using coping mechanisms to alleviate adversity (Fletcher & Sarkar, 2013) and can create a more palpable experience for the individual when facing certain adversity, and this in turn would develop resilience (Rouse et.al, 2011).


FACTORS OF MENTAL RESILIENCE
Resilience has been examined as both a trait, a process, and an outcome (Fletcher & Sarkar, 2013). Depending on one’s perspective, how mental resilience is examined can change:
· Trait: Resilience is a multidimensional characteristic, that can change depending on the context and the individual (Connor & Davidson, 2003). It can incorporate one’s resourcefulness, optimism, flexibility within a situation, and strength of character (Fletcher & Sarkar, 2013).
· Process: This refers to one’s ability to positively adapt to certain situations (Luthar et al., 2000). This definition allows for the understanding that a person's ability to be resilient is context specific, and because they are resilience in one context does not mean that they are resilience in all (Fletcher & Sarkar, 2013).
· Outcome: According to Connor and Davidson (2003), resilience can be viewed as having one of four possible outcomes:
· resilient reintegration: where disruption leads to the attainment of additional protective factors and a  new, higher level of homeostasis 
· homeostatic reintegration: where disruption leads to  people remaining in their comfort zones, in an effort to “just get past” the disruption  
· reintegration with loss: where disruption leads to the loss of protective factors and a new,  lower level of homeostasis 
· dysfunctional reintegration: where disruption leads to  people resorting to destructive behaviors such as substance abuse

For this report, I will be examining all perspectives of resilience. One's ability to discern positive elements of a scenario is a personal trait that can be applicable to most scenarios, regardless of context. However, the tools that someone may utilise for resilience (e.g., breathwork) is slightly more context specific, so I would consider it part of the process. I will also be examining the outcomes, both positive and negative, of adversity. Part of the research is to better understand what tools of resilience are valued (i.e., they are appreciated when present), and functional (i.e., they are applicable in either a long term or short term scenario) within the professional musical theatre industry.
To better understand whether resilience is being developed with Musical Theatre Degrees or not, we must have a greater understanding of the factors that promote mental resilience. Through examining the studies of both Grand and Kinman (2014) and Fletcher and Sarkar (2013), I have identified these factors as the following;
· Good support networks
· Accurate empathy
· Reflective ability
· Optimism
· Emotional intelligence/literacy 
· Self-awareness
· Self-efficacy.
· Social confidence. 
· Sense of humour. 
· Work–life balance.

The focus of this report will be self-efficacy, though an examination of institutions encouragement of autonomous motivation, and self-awareness, though identity.
Early research focused on the protective factors of mental resilience. However, this has changed in recent years to examining the adaptive characteristics of individuals that face adversity. (Fletcher & Sarkar, 2013) There is a mindset among of Navy SEALs, individuals who would have a strong understanding of resilience, that undertaking activities that are unpleasant is key to developing mental resilience, as actively exposing ourselves to uncomfortable situations will develop our ability to resist them (Huberman, 2022). However, we must change what the uncomfortable experience is, so it doesn’t become too palatable, or habitual (Huberman, 2022). 
When examining resilience, consideration must be taken for intrinsic individual characteristics, culture and environment, and interactions between the individual and the environment (Grant & Kinman, 2013). We must also acknowledge that the development of resilience is a process that takes time (Egeland, Carlson, & Sroufe, 1993).

FACTORS OF MENTAL RESILIENCE
MOTIVATION
In order for resilience to be present, one must have the motivation to face the adversity present (Fletcher & Sarkar, 2013). Developing the motivational factors in one's environment assists in the student's willingness to engage with adversity (Mahoney & Bergman, 2002). By encouraging autonomy among the students, studies show that there is an “increased motivation, better self-regulation, better scholastic achievement, and increased well-being” (Oostdam et.al., 2019). I will be examining motivation through the lens of Self-Determination Theory (SDT), as it provides a framework that is applicable to the performing arts industry.
SDT examines intrinsic and extrinsic motivators upon an individual, and their effectiveness (Ryan & Deci, 2000). It states that the more internally motivated an individual is, the more effective the motivation (Ryan & Deci, 2000). According to Rouse, et al, (2011) in order to create an autonomous support environment that supports the students, we must;
· Offer choice over what is to be engaged in.
· Acknowledge positive and negative feelings towards the activity.
· Understand the students perspective.
· Encouraged ownerships and self-initiative towards the work.

In order to see if mental resilience is being developed, we must understand the systems that develop it, and see how we can move an individual from non-resilient to resilient. Supporting autonomous motivation is a significant factor in supporting change within a student, without “undermining the receiver's locus of causality” (Rouse et.al, 2011, p.731).

AUTONOMY
As examined earlier, motivation must be present for an individual to face adversity (Resnick, 2011). Through the lens of SDT, we can see that autonomous or intrinsic motivation allows the individual to “seek out novelty and challenges, and to extend and exercise one’s capacities, to explore, and to learn” (Ryan & Deci, 2000, p.70) . By developing a system that encourages autonomous motivation among the students, it helps them to focus on the positive and problem-solve, strengthening their determination and ability to face resilience (Resnick 2011). This is further assisted by creating an environment that doesn’t exude too much pressure or control  (Rouse et.al, 2011).

LEARNED HELPLESSNESS
There seems to be signs of learned helplessness, also known as 'the giving-up reaction' (Seligman, 2006) among some of the narratives told by the participants, which lead me explore the literature on the topic. It is when we believe that nothing we do will change our circumstances and then, effectively, give up (Seligman, 2006). This learned helplessness is one of the strongest correlates of depression (Seligman, 2006). When helpless individuals are faced with adversity, their “performance deteriorates, they ruminate about their difficulties, and often begin to attribute their failures to lack of ability” (Wigfield et.al., 2008, p.418). This narrative can be changed from lack of ability to lack of effort, but this may be counter-productive if the individual is already exerting high levels of effort (Wigfeild et.al, 2008).

IDENTITY FORECLOSURE
Another possible factor is identity foreclosure, or “a commitment to an identity before one has meaningfully explored other options or engaged in exploratory behavior” (Beamon 2012). One’s identity post-university is not just that of “The Performer”, it may also be the “Barista”, or “The Mother”, et cetera. According to Hayes (2002), identity foreclosure and it’s risks are recognised in the world of sport, and clear parallels can be drawn when examining the performing arts industry. Although this is a recognised risk, it does not seem to be currently addressed within any institutions. The expectations upon students to fully commit to the training is still present in conservatoires;

	Instead of a limited number of contact hours per week at a university, conservatoire 	students often work a 09:00 to 17:00, Monday to Friday routine. Performances and 	workshops are mostly held in the evenings and at weekends. On top of this, students are 	expected to practice extensively in their own time. (Ucas.com, 2023)

Maintaining a sense of belonging can reinforce one's mental resilience (Resnick, 2011), so this high level of contact hours may lead to a sense of belonging among the students, but this is not necessarily present when one is graduated. This would require further study beyond the scope of that which I aim to examine in this essay.

COPING STRATEGIES
One of the aims of the study was to examine the coping strategies individuals applied in times of adversity. Fletcher and Sarkar (2013) argue that coping mechanisms should be seen as separate to resilience, as resilience is one's ability to maintain normal functioning, whereas coping mechanisms are used to return to normal functioning after a temporary period of psychopathology. Although there are distinct differences, a coping mechanism could be used as a reaction to adversity to maintain normal function. They may also be necessary if the adversity one is facing is too great, as this can have a demotivating effect on the student (Wigfield et al., 2008). By teaching coping strategies that can alleviate some of the adversity, we can give the students the possibility of learning within an optimum state (Wilson et.al, 2019).
Breathwork was identified in the survey as a coping strategy utilized by performers. It has been proven to be effective in reducing one's level of stress (Fincham et.al, 2023). It allows an individual to regulate their heart rate after negative emotional arousal, which increases one's ability to be resilient (Tugade & Fredrickson, 2011). According to Hayes, “Tension and concern about the symptoms of physiological arousal not only exacerbate the symptoms themselves, but also can directly affect concentration and memory” (2002, p.301).

SOCIAL CONTEXT
Mental resilience should be examined not just as an individual trait, but as the individual within a social context (Psychedelic Association of Canada, 2021; Sameroff & Rosenblum, 2006). The social context is also integral to our understanding of the effectiveness of positive adaptations and resilience (Fletcher & Sarkar, 2013; Grant & Kinman, 2013). An adaptation to adversity can only be seen as positive or negative when examined in relation to the social context (Fletcher & Sarkar, 2013). The social context of the working life of a performing artist is precarious and unstable (Van Assche & Laermans, 2022). Van Assche and Laermans (2022, p.2) argue that the precarious socio-economic lifestyle of an artist is offset by a Bohemian Work Ethic, which values “as autonomy, artistic pleasure, lifelong learning, self-development and self-realization”, thus highlighting the importance of the development of these mentalities among performers.

SOCIAL - PERSONAL
There can be a mentality of imposition upon the students of the performing arts institutions, where the teacher imposes upon them what they believe is right or wrong, or a “guru” mentality, and does not leave much room on the individual students personal experience (Innes, 2021). This mentality stripes the autonomy of the student, which, as stated previously, can greatly affect the motivation and resilience of the student (Ryan & Deci, 2000). When faced with adversity that is above the current capabilities of the individual, they must have the ability to utilise external supports (Grant & Kinman, 2013).  It has been seen that the external support provided by the institution is not always received as intended by the students (Innes, 2021). Developing a clear support network helps develop ones mental resilience (Grant & Kinman, 2014). Strong supporting relationships help develop an individual's physical and psychological well-being (Sarason et.al, 1985). A lack of them can lead to social alienation, depression, anxiety, and burnout (Li et.al, 2012).

METHODOLOGY
The aim of this study is to understand musical theatre performers' experience and understanding of mental resilience. There were fifteen questionnaire responses and three individuals who were interviewed for this study. Each of their stories is told from a subjective perspective, so applying a qualitative approach for the study seemed most effective. 
I will be approaching this with a constructivist and phenomenological paradigm. The constructionist paradigm allows me to understand that there is not one objective truth to the proposed question. There are many factors, such as the individual, the institution, and the industry that all interplay with each other (Williamson, 2018). This allows me to examine different elements and how they overlap, relating them back to mental resilience.  The phenomenological paradigm will allow me to fully explore the individual's experience and understanding of mental resilience within the context of their musical theatre journey (Marton & Booth, 1997). The individual's lived experience and personal expertise must be respected when examining the topic of mental resilience (Grant & Kinman, 2013).
The aim of the questionnaire is to gain a broad understanding of the Musical Theatre Performers understanding of mental resilience, and their experience of the culture within the university setting and the professional world. In doing so, the information gathered should allow me to glean general knowledge that may be applicable to a large part of the musical theatre population (Tanner, 2018)
The interviews provide a deeper, more bespoke exploration of the individual's experiences, and how mental resilience has played a role within it. I will be conducting semi-structured interviews, allowing me to have a limited number of predetermined questions which will explore key areas, but also allowing for the possibility to further explore other topics that naturally arise from the conversation (Gill et.al, 2008).
Upon collecting this data, Thematic Content Analysis (TCA), as described by Anderson (2007), will be used to analyse the data, and divide the information into relevant categories of; Identity, Culture, Autonomy, Positive Experiences, and Negative Experiences. Participants of the questionnaire were given a brief definition of Mental Resilience, stating “Mental resilience is defined as one's ability to adapt or cope in situations of high stress, as well as their ability to use emotional resources to adapt to adversity” (Appendix 5). This was further explained to the participants of the interviews, both through the information sheet provided (Appendix 2) before the interview, and orally at the beginning of the interview (Appendix 4). This ensured clarification of what was being studied, and a common vernacular among the researcher and participants.
Finally, Data Triangulation is used within this study, between the literature review, the questionnaire, and the interviews, to better understand and verify the overlap between the three data sets (McKercher, 2000).

FINDINGS
The aim of the questionnaire was to broadly examine the individual performers experience of the performing arts industry, and their training leading up to it. This survey was for individuals who were graduates of drama schools, regardless of when they graduated. From the findings of the survey, I interviewed three individuals;
· Interview One: A recent graduate who had left the industry;
· Interview Two: A working professional with fifteen years experience;
· Interview Three: A recent graduate working in the industry.

The findings of both the questionnaire responses and the interviews are below, with information gained from both sources feeding into each other. The topics explored were Auditions, Culture, Coping Strategies, Identity, Positive Adaptations, Autonomy, and the COVID-19 pandemic.

AUDITIONS
The first question of the questionnaire was regarding whether musical theatre training mentally prepared you for the industry. There was a mixed response to this, with five stating that they were prepared, six stating that they weren’t, and four stating a mixed response. One of the most common themes in the questionnaire was the inability of many respondents to get an audition for work in the industry, which would be considered by many as a vital stepping-stone towards getting a paid job. The common struggle that arose was the waiting between auditions, and the scarcity of them. This is then compacted by the pressures of the “rent paying job”.

	I felt most mentally unprepared for aspects my training didn't allow me to experience. 	These included periods without auditions, finding stable income that gave enough time to 	keep up skills and commit to auditions etc - these were the aspects I found most 	difficult.(Response 15, Appendix 5)

This highlights a need for further preparation of the downtime between jobs. When you are absorbed in the performing arts training, you are undertaking fulltime intense training, as well as being expected to undertake further external workshops and training in your spare time (Ucas.com, 2023). These expectations and the intensity of this training limits the performers capability to develop a sense of self outside the performing arts.

CULTURE
There seems to be a clear difference between the culture of the educational setting and the professional industry, with two respondents saying that the culture matched, eight saying it didn’t, and five having a mixed response. There seems to be some consensus that the culture of the professional industry is more forgiving than the educational system, with one participant saying:

	Drama school made me fearful of the industry and less confident than I was before I 	joined. The culture of the profession is much more supportive and kind. I received nicer 	feedback in auditions than I did at drama school. (Response 5, Appendix 5)

However, as Innes (2021) notes, there is a mindset within the industry that you must be “armored and armed” to look after yourself. The mindset was mirrored by one of the interviewees saying that there seems to be a lack of this among young performers;

I think there's an entitlement, there's a real entitlement from young actors. And I'm not quite sure why. I'm not quite sure why. And where I feel that the work ethic has, or the drive or their fucking self accountability, you know, has been replaced, to a certain extent (Interview 2, Appendix 4)

There was a clear understanding of the importance of mental health, and a praise of the awareness currently being developed within the industry. However, there may have been an overcorrection;

I'm not saying that all of these things are wrong. Like I think it's [that] you should be able to have a mental health day. I think that's amazing, whatever else. But ... the balance is way off at the moment. (Interview 2, Appendix 4)

One interviewee noted that there is a development of mental resilience within the training, but it has its limitations;

I felt like it really pushed me physically things I was didn't know I was capable of pushing me mentally to things I didn't know I was capable of. And then after a while, I feel like that what I was mentally capable started to turn into what was like depleting me mentally. So it didn't feel like it was building me up anymore. I felt like it reached my cap (Interview 1, Appendix 4)

There are concerns as to whether the system within drama schools may actually have a negative impact on an individual's mental resilience;

The performers I know who have not attended drama school are much more confident and self-assured. They have not been pitted against others for three years minimum. I think drama school can be extremely tough, as you are in a pressure cooker of constant feedback, which can be overwhelming (Response 5, Appendix 5)

This “pressure cooker of constant feedback” is something that was echoed in the interviews:

It was like we were all pitted against each other. Like it was crazy. But it was like that was the feeling that it was like It suddenly became very competitive …it was all localised in this box that you couldn't escape from for six months. I think that's the part that it got really … I found that like third year and my confidence, like, took a big knock. Because I felt like and suddenly the comparison game happened, you couldn't escape the four walls (Interview 1, Appendix 4)

This mismatch of cultures may not necessarily be a bad thing. As one survey respondent explains;

The industry is pushing for change and so should colleges and vice versa. There are parts of training that feel very familiar in the industry, and some that feel entirely off. So do we train people within a culture we would LIKE to see, or the one that already exists? Or is there space to do a bit of both? (Response 15, Appendix 5)

Exposure to mental adversity. This was echoed by a respondent of the survey;

I feel like it’s hard to use skills to develop mental resilience. I think it’s just a matter of putting yourself out there more and more, going to as many auditions as possible, that’s the only way to build up resilience (Response 10, Appendix 5)

This was mentioned as a struggle of the interviewee’s during their time at university;

I'd love to go back and remind myself that I don't have … to be able to do everything I got taught at drama school to like a perfect standard… I found myself comparing myself to them and then being like… if I can't do a triple pirouette today, that means I never ever get a job (Interviewee 3, Appendix 4)

We need to have a focus on what is within our control drama school training. There is a narrative that you have no control over whether you get cast, or what people are looking for. So often the focus is on getting the job, which is ultimately out of the control of the performer. When the focus is on something that is out of one's control, this may lead the students to learning helplessness, and thus lowering their mental resilience. As one respondent to questionnaire pointed out when speaking about the industry compared to university;

The difference I find in the professional industry is the level of control I am able to have which I find to be very positive. I am able to form my own views, and work with those whose values align with mine. This was less encouraged in my Uni or perhaps I perceived it that way as I was young, very eager to learn and respected my tutors more than some had earned. (Response 8, Appendix 5)

There can be a culture of “try harder”, when students interact with adversity. This can reinforce helplessness if the students are already putting in great effort, or if what is being asked is beyond their capabilities (Wigfield et.al, 2008). One interviewee described having to learn to navigate this;

I have to lower my expectations of myself and still be optimistic that I'm great. But I really have to be realistic that some of these things that the people around me are doing and people in auditions are doing next to me, I am incapable of doing (Interview 1, Appendix 4)

Another key aspect of resilience is one’s ability to utilise external support (Grant & Kinman, 2013). Creating a culture that accepts one’s need for support encouraged further resilience;

That balance was it wasn't no one was afraid to ask a question. We just all knew how important it was to ask a question, and which questions were unnecessary (Interview 2, Appendix 4)

This balance would encourage the autonomy of the student, as well as the importance of external support when one’s own ability to help themselves is limited. As the culture of the professional industry is not within the control of the educational institution, the institution must foster performers who can react to the adversities of a changing culture.

Finally, institutions must ensure that the students are aware of the culture they are entering, and give them the ability to leave it should they wish. One interviewee expressed;

I think it's gonna be a taboo thing for people to actually be like, I'm actually not happy doing this (Interview 1, Appendix 4)

There seems to be evidence of a mindset that infers that if an individual leaves training, they did not have the resilience to undertake the training, rather than they just chose another path;

I think it was like the fear of feeling like, 'Oh, well, there's another one gone' kind of thing, like another person couldn’t hack it kind of thing (Interview 1, Appendix 4)

COPING STRATEGIES
From the survey, the coping strategies mentioned were:
· Self-compassion
· Exercise
· Mindfulness and meditation
· Reshaping one's mindset
· Distraction / Dissociation
For some, these skills were taught in university, and for some they were developed in the industry. There is no universal answer as to whether these skills are being taught at university or not.

IDENTITY
Throughout the responses, it has been noted that a performers identity can become completely intertwined with what they do, rather than who they are;

The separation between your work life and your personal life is really blurred down into kind of image, the way you present yourself, like even like you end up going to the gym or exercising for the goal of your career rather than just for health and well-being even just carved around matching your headshot and working towards a casting bracket (Interview 1, Appendix 4)

There is a mindset that your ability to perform, and your identity as a performer is intrinsically linked to who you are a person, and your value;

I mean, life of an actor, what comes after this? Will anyone care about me when this is over? Am I still valid if I'm not at the show? You know, where do I get my validation from? (Interview 2, Appendix 4)

 The human aspects of the performer can get lost within the process of training. However, they are highly valued within the industry, as Broadway accompanist Andrew Gerle said;

“You are not just an actor. You are a person, infinitely complex and fascinating… These are what make you interesting and unique, to tablepeople and audience members alike” (2011, p.100)

However, this connection between one’s identity and one’s craft is not necessarily a maladaptation. O’Neill (2002) highlights the how an action that reinforces one’s identity, e.g., practicing for a musician can add importance to that action. This link between one’s identity and one’s craft may act as a motivator.
However, there is more to the individual then just their craft. This human aspect of the performer can get lost in training, particularly in conservatoire training, when “there were no societies, or there was no student bar, or any of the things that I dreamed of when I looked forward to go into university” (Interview 2, Appendix 4). This constant practice and absorption within a craft may not be serving the students as we think it is;

I think the culture of training up to 12 hours a day needs to be stopped in drama schools. It was almost frowned upon if you didn't stay behind for hours to practice, I rarely left on time in 3 years. That's just not realistic when you enter the industry (Response 6, Appendix 5)

POSITIVE ADAPTATIONS
It is difficult to fully define positive adaptation when examining the culture of professional musical theatre, as there is not a clear consensus on what is a positive adaptation. Some individuals speak of the value of connecting to others;

I think my big thing is I just need just talk it out to someone, like preferably someone who's gone through it, so they can give advice (Interview 3, Appendix 4)

Whereas others see the value in more individualism, and the ability to take on, and face more adversity;

If the phone rings [and] somebody says, any chance you'd be interested in this? …when my brain goes, there's no way I have time to do that. That's going to take so much effort, …I need to bottle that. Yeah, come on. Let’s do that as well (Interview 2, Appendix 4)

There may be truth to both, thought further examination would be required to solidify a definition. The original intention of the report was to interview individuals who also hire musical theatre performers, as this would have given me an insight into the adaptive behaviors that are valued within the industry from the individuals who are creating the industry, not just those working within it. I was unable to secure an interview with such a source, however I was able to glean some insight from the interviews;

In the world of musical theatre, where time equals money, the quicker that they can get material, the less the costs [for] everyone [in] commercial musical theatre. You're looked favourably if you were self-sufficient” (Interview 2, Appendix 4)

AUTONOMY
As explained above, creating an autonomous environment seems to be a key factor in developing resilient students. The importance of this autonomy was echoed by Interviewee 2, who has been a working professional for the last fifteen years;

So you always had a dictionary with you. And if there was a word you didn't understand, either that letter said, or that came up in a script, you were expected to look it up. And that's accountability. You know, that's taking responsibility yourself. So the whole thing was don't ask the question if you can find out the answer yourself (Interview 2, Appendix 4)

Developing systems that put some level of onus, such as the above, upon the students within university may be the key in developing autonomy and resilience among students.

THE COVID-19 PANDEMIC
The resilience developed by students over the last few years would be different to the resilience of current students, due to the vast culture change that came with the COVID-19 global pandemic. There were great impacts on the livelihood, lifestyle and wellbeing of all in the performing arts industry during the pandemic (Spiro et.al., 2021). Students had to adapt to online learning;

I think that was the big struggle of it as well that you kind of didn't know if you're ever going back to London if I was about to finish my three year degree course, on a laptop in my room with bad WiFi (Interview 3, Appendix 4)

And the adaptations that they had developed to navigate the online learning environment, did not necessarily serve them in the in person environment;

You kind of realise where you can help yourself, you find out where you can cut corners, you find out even like silly things, like if I didn't learn a monologue, I knew in the back of my brain that I could have it written out, and I could glance at it on Zoom, but I couldn't do that in class (Interview 3, Appendix 4)

Then then further adaptation was required once entering the industry itself;

My biggest shock to the system was just quite how exhausting it would be. I, my, my sort of big, like, where I struggled the most was during previews, because we started at 12. And then …  we'd have rehearsals all day, and then the show in the evening (Interview 3, Appendix 4)

Although this refers more to a physical resilience, it is an example of a form of  resilience that one builds up over the years of in person training, that may not have been present due to COVID adaptations. This would require further examination. 

LIMITATIONS OF THIS REPORT
It is difficult to make any generalisations from this report due to the limited nature of the research, with a survey of N=15, and interviews of N=3. Not only that, my original intention was to also interview individuals who hire west end professionals to glean their understanding of mental resilience, but was unable to secure anyone within that demographic for the survey, or the interviews.
Further research is necessary with;
· A wider, more diverse demographic of participants
· Different generations of musical theatre graduates, as there seems to be differences in the mental development of older graduates (Interview 2), and younger graduates (Interviews 1 and Interview 3)
· A possible need to further separate “COVID” graduates, and “non-COVID”, as they would have had very different contextual experiences.
· Further exploration of the industry itself, and the hiring professionals within the industry, to better understand the context and expectations of mental resilience.

Finally, there is much debate on what 'Mental Resilience' means (Fletcher & Sarkar, 2013). Although many of the factors that both develop and hinder the mental resilience have been explored, in an attempt to solidify a definition, this still leaves ambiguity when trying to answer the proposed question. 

CONCLUSION
With the above taken into consideration, there were mixed results on whether resilience is being developed or not, and this is hard to definitively say.  However, one common thread that was among all of the interviewees is that the resilience necessary for entering the professional industry is something that they “don’t believe can be taught”. To a degree this is true, as there will always be factors that we cannot account for, but developing a sense of autonomy among the students is something that is within the realm of possibility
The area where resilience is most needed seems to be in the time a performer spends not being an actor, as one interviewee said;

I felt mentally prepared for the parts of it when you were doing it. Not the parts when you weren't (Interview 1, Appendix 4)

 This time between jobs was an area of difficulty that was mentioned by all three interviewees, as well as many respondents to the questionnaire. Having completed this research, there doesn’t not seem to be much preparation for this time in between jobs within universities. However, Maxwell, Seton, and Szabo (2018) clearly state the responsibility of institutions to prepare the students for the industry as a whole, and not just the audition room and performance.
	As seen, autonomy is one of the key factors in motivation, and I believe instilling a sense of autonomous motivation within the students should be one of the main priorities of an institution, should they wish to develop the mental resilience necessary for the industry. Holding an individual accountable can help develop that autonomous motivation (Rouse et.al, 2011). This is the key to developing mentally resilient performers, as developing autonomy furthers the intrinsic motivation of the individual (Ryan & Deci, 2000). This motivation must be present in order to face the adverse challenges that are presented to the individual (Resnick, 2011). Regularly facing adversity is one of the factors that encourages resilience (Huberman, 2022). By examining the culture of an institution, looking in particular for factors that promote autonomy, support networks, and optimism, we can determine whether these key factors of mental resilience development are present. 
Mental resilience is a context specific skill, that needs to be developed in different ways, depending on the needs and demands upon an individual, as well as the environment the individual is in.

POSSIBLE MOVEMENT FORWARD
Moving forward with possible responses to this research would be examining the number of contact hours within the performing arts training. With the repeated mention of the frustration of the downtime between jobs, it may be possible that giving a performer more time to develop personal autonomy, and an identity outside their craft, would allow them to develop the self-motivation necessary to sustain a personal practice in that time between jobs. 
	To incorporate this into the training, we could integrate specific classes on personal development and understanding of an individual's “Why” (Sinek, 2009). This will allow the students to explore these concepts in their own time. This work must be developed along with the personal expertise of the students, as any taking only an academic perspective does not allow for the sociocultural factors, and the personal experience of each student (Grant & Kinman, 2013).
	 Fletcher & Sarkar (2013) state that “it is crucial that individuals’ immediate environment  is carefully managed to optimize the adversities they encounter in their lives” (p.18). The aim of this report is to examine how, through an understanding of both the current literature examining mental resilience and the lives lived by those experiencing the culture of the musical theatre industry every day, we can create a system that fosters stronger mental health for those who engage with it. It may not be possible, or even preferable, to create an educational culture that matches the professional culture. However, developing an educational culture that fosters the development of resilient performers, encourages self-sufficiency, and empowers those who experience it, would allow us to develop performers who can adapt to the ever-changing adversities of the professional musical theatre industry.
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	☐
	X
	☐

	31
	Are there any financial or other interests to the investigator or University arising from this study?
	☐
	X
	☐

	32
	Will the research activity involve deliberately misleading participants in any way, or the partial or full concealment of the specific study aims?
	☐
	X
	☐

	33
	If YES to any question, please provide full details 

	34
	

(this box should expand as you type)



SECTION H: Anticipated Risks
	1
	Outline any anticipated risks that may adversely affect any of the participants, the researchers and/or the University, and the steps that will be taken to address them. 

If you have completed a full risk assessment (for example as required by a laboratory, or external research collaborator) you may append that to this form.  

	2
	Full risk assessment completed and appended? 

	Yes 
	[bookmark: _wqbx16qje937]☐

	
	
	No
	X

	3
	Risks to participants
For example: emotional distress, financial disclosure, physical harm, transfer of personal data, sensitive organisational information

	4
	Risk to Participant: 
Transfer of personal data




Risk of organisational information being released that could compromise employment relationships
.

(this box should expand as you type)
	How will you mitigate the Risk to Participant

The interviews will be annotated and anonymised after recording, and then original recordings will be deleted

All interviews will be anonymised ensuring the protection of sensitive data

Member checking will be offered and sections can be erased where a participant is not comfortable with the information divulged.
(this box should expand as you type)

	5
	If research activity may include sensitive, embarrassing or upsetting topics (e.g. sexual activity, drug use) or issues likely to disclose information requiring further action (e.g. criminal activity), give details of the procedures to deal with these issues, including any support/advice (e.g. helpline numbers) to be offered to participants. Note that where applicable, consent procedures should make it clear that if something potentially or actually illegal is discovered in the course of a project, it may need to be disclosed to the proper authorities

	
	
The research will examine training needs and it will not illicit sensitive or embarrassing information. If such information unexpectedly emerges, the researcher will handle it sensitively and will refer to the relevant bodies for further advice. Where issues relating to mental health unexpectedly arise, the student will be referred to BAPAM or other relevant support services.

(this box should expand as you type)

	6
	Risks to investigator
For example: personal safety, physical harm, emotional distress, risk of accusation of harm/impropriety, conflict of interest

	
	Risk to Investigator:
Risk of accusation harm/ impropriety


(this box should expand as you type)
	How will you mitigate the Risk to Investigator:
I will have any questions that I intend to ask in either the survey or the interview screened by my supervisor to ensure there is low risk of any inappropriate questioning or phrasing.

I will have annotations of all interview, so there will be records to all things said, should any accusations arise.


(this box should expand as you type)

	7
	University/institutional risks
For example: adverse publicity, financial loss, data protection

	
	Risk to University:

Adverse Publicity


(this box should expand as you type)
	How will you mitigate the Risk to University:

I will ensure that all research topic is deemed acceptable by my supervisor, and ensure that all research done follows all ethical guidelines, minimising the possibility of the research being misconstrued as unethical or in poor taste.

(this box should expand as you type)



	8
	Disclosure and Barring Service

	9
	If the research activity involves children or vulnerable adults, a Disclosure and Barring Service (DBS) certificate must be obtained before any contact with such participants.
	YES

	NO

	N/A


	10
	Does your research require you to hold a current DBS Certificate?
	☐
	☐
	X



SECTION I: Feedback, Consent and Confidentiality
	1
	Feedback
What de-briefing and feedback will be provided to participants, how will this be done and when? 

	
	Participants will be provided with an email address for the researcher, whom they may contact for further information or results of the study



(this box should expand as you type)

	2
	Informed consent
Describe the arrangements to inform potential participants, before providing consent, of what is involved in participating. Describe the arrangements for participants to provide full consent before data collection begins. If gaining consent in this way is inappropriate, explain how consent will be obtained and recorded in accordance with prevailing data protection legislation.

	
	For the online survey, the participant will have a screen before the survey describing the content of the survey, and explaining that continuing will be providing consent.

Before the interviews the participants will be sent a consent form, which will ask for written consent, as well as informing the participant that they may withdraw from the study at any point



(this box should expand as you type)

	3
	Confidentiality / Anonymity
Set out how anonymity of participants and confidentiality will be ensured in any outputs. If anonymity is not being offered, explain why this is the case. 

	
	Anonymity will be offered for the survey.

The recordings of any interviews will be annotated, anonymised, and then original recordings will be deleted, to insure confidentiality of the participants 



(this box should expand as you type)



SECTION J: Data Protection and Storage
In completing this section refer to the University’s Research Data Management Policy and the extensive resources on the University’s Research Data Management web pages (http://uwtsd.ac.uk/library/research-data-management/).
	1
	Does the research activity involve personal data (as defined by the General Data Protection Regulation 2016 “GDPR” and the Data Protection Act 2018 “DPA”)?
	YES
	NO

	
	“Personal data” means any information relating to an identified or identifiable natural person (‘data subject’). An identifiable natural person is one who can be identified, directly or indirectly, in particular by reference to an identifier such as a name, an identification number, location data, an online identifier or to one or more factors specific to the physical, physiological, genetic, mental, economic, cultural or social identity of that natural person.
	X
	☐

	2
	If YES, provide a description of the data and explain why this data needs to be collected:

	
	Audio and video will be collected of the participants through the interviews. The data collected from these interviews will be then be anonymised after collection to protect confidentiality

Emails of willing participants will be collected to be able to send zoom links for the interviews
.


(this box should expand as you type)

	3
	Does it involve special category data (as defined by the GDPR)?
	YES
	NO

	
	“Special category data” means sensitive personal data consisting of information as to the data subjects’ –
(a) racial or ethnic origin,
(b) political opinions,
(c ) religious beliefs or other beliefs of a similar nature,
(d) membership of a trade union (within the meaning of the Trade Union and Labour Relations (Consolidation) Act 1992),
(e) physical or mental health or condition,
(f) sexual life,
(g) genetics,
(h) biometric data (as used for ID purposes),
	
X
	
☐

	4
	If YES, provide a description of the special category data and explain why this data needs to be collected:

	
	There may be descriptions of physical or mental health or conditions. As participants will be discussing the skills they have acquired to survive in this industry, this may include elements of stress management, maintenance of mental and physical health, personal mindset etc.

This data needs to be collected as it will provide information on whether these skills of mental and physical wellbeing are being taught within drama schools, or whether they are having to be learned within the industry


(this box should expand as you type)



	5
	Will the research activity involve storing personal data and/or special category data on one of the following:
	YES
	NO

	6
	Manual files (i.e. in paper form)?
	☐
	X

	7
	University computers?
	☐
	X

	8
	Private company computers?
	☐
	X

	9
	Home or other personal computers?
	X
	☐

	10
	Laptop computers/ CDs/ Portable disk-drives/ memory sticks?
	X
	☐

	11
	“Cloud” storage or websites?
	X
	☐

	12
	Other – specify:

	☐
	X

	13
	For all stored data, explain the measures in place to ensure the security of the data collected, data confidentiality, including details of password protection, encryption, anonymisation and pseudonymisation:

	
	

All data will be kept in password protected cloud storage on the company’s Office 365 system which will not be shared. Audio/visual data will be transcribed and would be shown to participants to
check accuracy of reporting. Any USB sticks used to store or transfer data will be password protected. All participants will be given a unique identifier to ensure confidentiality and this list will be kept securely in the password protected folder. 


(this box should expand as you type)

	14
	All Data Storage

	15
	Will the research activity involve any of the following activities:
	YES
	NO

	16
	Electronic transfer of data in any form?
	X
	☐

	17
	Sharing of data with others at the University?
	X
	☐

	18
	Sharing of data with other organisations?
	☐
	X

	19
	Export of data outside the European Union or importing of data from outside the UK?
	☐
	X

	20
	Use of personal addresses, postcodes, faxes, emails or telephone numbers?
	☐
	X

	21
	Publication of data that might allow identification of individuals?
	☐
	X

	22
	Use of data management system?
	☐
	X

	23
	Data archiving?
	X
	☐

	24
	If YES to any question, please provide full details, explaining how this will be conducted in accordance with the GDPR and DPA (and/or any international equivalent):

	
	



All data will be encrypted and kept in password protected cloud storage on the Company’s Office 365 system which will not be shared. Any USB sticks used to store or transfer data will be password protected. All data transfers will be encrypted and password protected.  All participants will be given a unique identifier to ensure confidentiality and this list will be kept securely in the password protected folder. The data will be stored until the completion of the project and then deleted. In accordance with the DPA2018, participants will have the right to ask to see what data is held relating to them, and this data will be deleted immediately if the participant requests this, in which case the data will not be used in the project.


(this box should expand as you type)

	25
	List all who will have access to the data generated by the research activity:

	
	Conor O’Boyle



(this box should expand as you type)

	26
	List who will have control of, and act as custodian(s) for, data generated by the research activity:

	
	Conor O’Boyle



(this box should expand as you type)

	27
	Give details of data storage arrangements, including security measures in place to protect the data, where data will be stored, how long for, and in what form. Will data be archived – if so how and if not why not.  

	
	
All data will be kept in a password protected cloud storage, which will not be shared. Audio visual data will be transcribed, then anonymised. Original audio visual recordings will then be deleted. Any USB sticks, or other eternal memory storage devices will be password protected. The data will be stored until the completion of the project and then deleted. It is unlikely that data will need to be archived, so it will be deleted upon completion of the project.

(this box should expand as you type)

	28
	Please indicate if your data will be stored in the UWTSD Research Data Repository (see https://researchdata.uwtsd.ac.uk/ ).   If so please explain. (Most relevant to academic staff) 

	
	


(this box should expand as you type)

	29
	Confirm that you have read the UWTSD guidance on data management (see https://www.uwtsd.ac.uk/library/research-data-management/)

	YES
	X

	
	
	NO
	☐

	30
	Confirm that you are aware that you need to keep all data until after your research has completed or the end of your funding
	YES
	X

	
	
	NO
	☐





SECTION K: Declaration
	31
	The information which I have provided is correct and complete to the best of my knowledge. I have attempted to identify any risks and issues related to the research activity and acknowledge my obligations and the rights of the participants.

In submitting this application I hereby confirm that I undertake to ensure that the above named research activity will meet the University’s Research Ethics and Integrity Code of Practice which is published on the website: https://www.uwtsd.ac.uk/research/research-ethics/ 

	
	Signature of applicant:
	Conor O’Boyle
	Date: 30/11/2022




For STUDENT Submissions:
	32
	Director of Studies/Supervisor:
	Louise Emanuel
	Date:
5-12-22

	33
	Signature:
	Louise Emanuel
	



For STAFF Submissions:
	34
	Academic Director/ Assistant Dean:
	
	Date:

	35
	Signature:
	

	



Checklist: Please complete the checklist below to ensure that you have completed the form according to the guidelines and attached any required documentation:
	X
	I have read the guidance notes supplied before completing the form.

	X
	I have completed ALL RELEVANT sections of the form in full.

	X
	I confirm that the research activity has received approval in principle

	☐
	I have attached a copy of final/interim approval from external organisation (where appropriate)

	☐
	I have attached a full risk assessment (and have NOT completed Section H of this form) (where appropriate)  ONLY TICK IF YOU HAVE ATTACHED A FULL RISK ASSESSMENT

	X
	I understand that it is my responsibility to ensure that the above named research activity will meet the University’s Research Ethics and Integrity Code of Practice.

	X
	I understand that before commencing data collection all documents aimed at respondents (including information sheets, consent forms, questionnaires, interview schedules etc.) must be confirmed by the DoS/Supervisor, module tutor or Academic Director.

	X

	I have deleted the guidance notes before submitting the PG2 for consideration



	RESEARCH STUDENTS AND STAFF ONLY
All communications relating to this application during its processing must be in writing and emailed to pgresearch@uwtsd.ac.uk , with the title ‘Ethical Approval’ followed by your name.
You will be informed of the outcome of your claim by email; therefore it is important that you check your University and personal email accounts regularly.

	STUDENTS ON UNDERGRADUATE OR TAUGHT MASTERS PROGRAMMES should submit  this form (and receive the outcome) via systems explained to you by the supervisor/module leader.



This form is available electronically from the Academic Office web pages: https://www.uwtsd.ac.uk/academic-office/appendices-and-forms/ 


Application Process

All staff research projects and all research students must submit the Ethical Approval Form to the University Research Ethics Committee via the Academic Office (pgresearch@uwtsd.ac.uk).   Staff research directly in relation to personal study for taught undergraduate or Masters programmes should be submitted via the Institute procedures explained below.

Taught masters and taught undergraduate research Ethical Approval Forms are considered within Institutes.  Institutes will provide details of the specific processes for this.  Where the Ethical issues within any single ethical application are of particular concern the Institute will refer these to the University Research Ethics Committee.   Any student activity that involves the collection of primary data needs to undergo Ethical approval, this includes assignment work as well as dissertations.   

Notes for guidance in completion of this form

Section A:  About You
Please complete all relevant sections

Section B:  Approval for research activity
Research proposals must be approved in principle before applying for Ethical Approval.  The proposal approval only becomes final when the ethical approval is received.  

The process for proposal approval varies according the individual and programme of study:
· Research students, by application on form PG1 to the Research Degrees Committee
· Taught students by review of research proposal within Institutes (Institutes provide specific details of these processes)
· Staff, by agreement by the Academic Director/Assistant Dean

Section C:  External Ethical Guidance materials
Many discipline areas are required to operate with the discipline specific codes of research ethics (for example health, psychology, education etc.), any such codes must be listed and you must tick to confirm that you have consulted with these.

Section D:  External Collaborative Research Activity
Provide details of the external collaborative partners, where appropriate you might want to submit a copy of the external collaboration agreement with the Ethical Approval Form.  If the partner requires the research to be subject to its own internal Ethical approval process then please provide details of that process and a copy of any final (or interim) approvals received from the organisation.

Section E:  Details of Research Activity
Remember that the individuals reviewing this Ethical Approval Form may not have seen your research proposal, and also may not be experts in the specific area of your research.  The information provided should therefore be jargon free and clearly stated.

Indicative Title:  please use the same title as used on the research proposal.

Purpose:  the Ethical approval process will want to ensure that the methods you propose are adequate and appropriate to address the research aims and objectives.  Excessive additional data collection can be seen as unethical.

Proposed Methods:  the Ethical approval process seeks to ensure that you understand the methods that are intended, and that the implementation of those methods will be appropriate and without unnecessary impact on respondents.  This section must explain how the methods described will lead to the collection of necessary and sufficient data, but not excessive data.  Please be specific.

Location:  this needs to mention geographical location and also local situation (for example, within Local Authority Offices in Cardiff, using a private room but close to other individuals).  If you are collecting data within an organisational setting then you need to explain the permissions that you have obtained to do this.

Research Activity outside of the UK:  please complete this section in detail, and note any guidance you have received.  Also describe your own familiarity (or not) with the location that you will be utilising.

Section F:  Scope of Research Activity
Please tick ALL of the research activities that might be undertaken.   If any additional types of activity are intended then please add an extra box and describe these.

If you have answered no to all questions in F then sections G and I do not need to be completed.  .  Signatures are still required in section K.

Section G:  Intended Participants
Please tick all categories that might apply.

Numbers & Source:  if you are using a series of different methods or research activities please list numbers for each stage/phase.  Be clear about how you will find respondents.   Will you use intermediaries, and if so how?  How will you ensure compliance with your sampling strategy?

Information for participants:  all participants should be appropriately informed about the research, what is expected of them and what will happen to the information that they provide.  The Ethical review process does not ask to see this documentation, but requires this to be reviewed and approved by the Director of Studies in the case of research students, the supervisor/module tutor in relation to students on taught programmes and the Academic Director/Assistant Dean in relation to staff research.

Section H:  Anticipate Risks
All research carries some level of risk.  The answers you provide to questions in this section will be reviewed to ensure that you have an appropriate understanding of the type of risks involved and how you can mitigate against these risks. If you have completed a full risk assessment, as required for example for laboratory work, field work, clinical tests, diving operations, or by a collaborative partner, you may append that to this form.  In that case, please tick the box indicating this has been provided.  You will not then be required to complete Section H.

Risk to participants   Think very carefully about how your actions/questions/discussions might affect the people you are involving as participants.  You might identify the risk as small but it would still be a risk.  Many types of question have the potential to make respondents less content with their life / job; you need to recognise and try to ameliorate any such effects
If these are business owners, time with you may reduce profit.  
In some locations physical risk is very real to both participants and yourself, please consider this.

Risk to you, the researcher   Think about where you will meet people, if there are any dangers involved in the location.  If you are meeting people as individuals think about using a public place.  In general do not visit people in their own homes or remote locations.  If you are talking to individuals about certain issues think about how their responses might affect you emotionally.  What about the risk of collecting insufficient data?

Risk to the University   When undertaking your research, you are acting as a member of the University (student or staff).  Professionalism is important, so it is important to be well organised and well prepared. Punctuality, clarity etc. are all part of this.  What will you do to ensure this?  You must ensure you do not harm the good name of the University in any way and do nothing to undermine the reputation of the research it conducts and sponsors.  Upholding high standards of conduct and integrity are vital in this regard. You must also conduct the research in such a way to minimise the potential for claims of negligence made against the University, its researchers and any collaborating individual or organisation. In this respect you should always comply with ethical, legal and professional frameworks, obligations and standards as required by statutory and regulatory authorities, as well as the university’s Research Integrity and Ethics Code of Practice.  Research misconduct in this respect can take many forms, including:
· fabrication: making up results or other outputs (eg, artefacts) and presenting them as if they were real
· falsification: manipulating research processes or changing or omitting data without good cause
· plagiarism: using other people’s material without giving proper credit
· failure to meet ethical, legal and professional obligations: for example failure to declare competing interests; misrepresentation of involvement or authorship; misrepresentation of interests; breach of confidentiality; lack of informed consent; misuse of personal data; and abuse of research subjects or material
· improper dealing with allegations of misconduct: failing to address possible infringements such as attempts to cover up misconduct and reprisals against whistle-blowers

Adverse Outcomes.  Think carefully about the possibilities, and cover here

Section I:  Feedback, Consent and Confidentiality

Feedback to participants:  outline your approach.   Will interview transcripts be shared with respondents to check accuracy?  Will summaries of questionnaire analysis be made available to respondents in some way?   Will an overview report be provided?  How and when?

Informed consent:   Draft letter / e-mail / or heading (or footer) section of questionnaire must be approved by DoS/supervisor (if research student), supervisor/module tutor if taught student, or Academic Director / Assistant Dean if a member of staff.
Confidentiality/Anonymity.  Explain clearly how you will ensure confidentiality and anonymity.

Section J:  Data Protection and Storage
Before completing this section it is necessary to read the University’s Research Data Management information.   The questions that follow are designed to ensure compliance with the Data Protection Act as well as established research protocols.

Many research activities will involve electronic transfer of data and use of data management systems in the summarisation and analysis of data.  You will need to explain these in relation to compliance with the Data Protection Act.

Think carefully about who will have access to your data, this will include supervisors and examiners. Also that a thesis will be made available via the University library and the British Library system.  If you are seeking an access bar for a period of time after completion then mention it here.  If you will provide a copy of your findings, or intend to give a presentation, to a facilitating/ supporting/accessing organisation then explain that in this section.  But also think about the general principle of data sharing, as explained in the Research Data Management information.

In terms of storage of data please ensure security, and also mitigate against loss of data.

Section K:  Declaration
Ensure the appropriate countersignatures have been provided
Look carefully at the checklist and ensure that you comply with and tick all that are relevant to your research.



APPENDIX 2
[image: ][image: ]
Consent to take part in a research interview 
Research Project Title: Does degree level musical theatre training develop the Mental Resilience necessary for the professional industry
Name of Researcher: Conor O’Boyle Student ID 2028881 (Voice Study Centre / University of Wales  Trinity St David)  
This research has had ethical clearance from Voice Study Centre / University of Wales Trinity St David 
Please complete this form after you have read the Participant Information Sheet and/or listened  to an explanation about the research. 
Thank you for considering taking part in this research. The person organising the research must  explain the project to you before you agree to take part. If you have any questions arising from the  Information Sheet or explanation already given to you, please ask the researcher before you decide whether to join in. You will be given a copy of this Consent Form to keep and refer to at any time. 
I confirm that I understand that by ticking “yes” I am consenting to this element of the study. I  understand that by not giving consent for any one element that I may be deemed ineligible for  the study.
	Please tick the appropriate boxes 
	Yes 
	No

	I voluntarily agree to participate in this study and consent to my interview data being  collected and used for research purposes
	
	

	I have read and understood the Participant Information Sheet fully explaining the purpose and nature of the project. 
(Please do not proceed with this consent form until you are fully aware of what your  participation in the project will mean.)
	
	

	I have had an opportunity to consider the information and what will be expected of me and have been given the opportunity to ask questions about the project and my  participation.
	
	

	I agree to participate in an individual interview via Zoom/ or in person and consent to it being audio and video recorded
	
	

	I understand that I am free to withdraw from the study or refuse to answer any question  at any time, without giving any reasons and without consequences of any kind.
	
	

	I confirm that no promise or guarantee of benefits has been made to encourage me to participate and that I understand that I will not benefit financially from this study or from  any possible outcome it may result in in the future.
	
	




	I have been assured that my anonymity will be protected. No real names, training establishments or identifying information will be included in the research.
	
	

	I understand and agree that disguised extracts from my interview and/or questionnaire  may be quoted in the researcher’s final report
	
	

	I have been made aware that my personal data is confidential and will not be shared
	
	

	I understand that:  
• a scanned copy of this signed consent form will be retained by the researcher for two years from the date of the exam board 
• original audio and video recordings of interviews will be stored securely until they have been transcribed, at which time they will be deleted 
• a transcript of my interview in which all identifying information has been removed will be retained for two years from the date of the exam board.
	
	

	I understand that under freedom of information legislation I am entitled to access the information I have provided at any time while it is in storage as specified above.
	
	

	I understand that I am free to contact any of the people involved in the research to seek  further clarification and information.
	
	




Signature of research participant 
Name of participant [printed]: ___________________________________________________ Signature: ________________________________________ Date: ___________________ 
Signature of researcher 
I believe the participant is giving informed consent to participate in this study 
Name of researcher [printed]: ___________________________________________________ Signature: ________________________________________ Date: ___________________

APPENDIX 3
[image: ][image: ]
Participant Information Sheet 
Research Project Title: Does degree level musical theatre training develop the Mental Resilience necessary for the professional industry
You are being invited to take part in this research project. Before you decide to do so, it is important  you understand why the research is being done and what it will involve.  
Please take time to read the following information carefully and discuss it with others if you wish. Ask  questions if anything is not clear or if you would like more information. Take time to decide whether or  not you wish to take part. Thank you for reading this. 
Who am I and what is the aim of the study? 
I am a performance coach, currently working in the Urdang, City, University of London. My area of focus is working with degree level performing artists and developing the mindset and mental resilience necessary for the professional performing arts industry, as well as coaching them to find fulfillment and contentment in the work they do.
There is a clear focus in musical theatre training on a constant development of skills, repertoire, and professional connection, but the development of the personal mindset of each individual seems to be lacking. The constant focus on work and development does not leave much time for work and rest.
I wish to examine whether this system is conducive to creating professionals who are prepared and fulfilled in the industry. I wish to achieve a greater understanding of the mental resilience needed to survive in the industry, and whether the skills of mental resilience are being developed during one's time during their degree.
This study is being carried out as part of my PG Cert (Postgraduate Certificate) in Professional Practice: Performance Coaching for Performing Artists at the University of Wales Trinity Saint David (UWTSD) in conjunction with the Voice Study Centre. 
The aim of this study is to examine whether the current system of degree level education develops the mental resilience necessary for the professional musical theatre performing arts industry
If you are not a recent graduate of a musical theatre performing arts degree, and working musical theatre professional with 5+ years experience or someone who hires musical theatre professionals, whilst your interest and willingness to participate are very much appreciated, I will be unable to include you in the study as your responses could invalidate the results.  
By taking part you will help me to gain a better understanding of the mindset of performers post graduation, and whether the current system of degree level education develops the mental resilience necessary for the professional performing arts industry. This will allow me to develop training for performers to further develop their mindset and mental resilience before entering the professional industry.
1 
Do you have to take part, and can you change my mind? 
It is up to you to decide whether or not to take part. If you do decide to take part, you will be able to  keep a copy of this information sheet and you should indicate your agreement and sign the consent  form. You are still free to withdraw from the study or refuse to answer any question at any time during  the research period, without giving any reason and without consequences of any kind. If you decide to  withdraw, any personal data you have provided up to that point will be deleted unless agreed otherwise. You can withdraw permission to use data within two weeks of completing the interview, in  which case the material will be deleted. Once the report is submitted to the University however, it will  not be possible to withdraw your data. The deadline for submission is January 2022. 
What will the research entail? 
You are being invited to participate in an interview via Teams in which you will be asked about your opinions and current experiences and understanding of mental resilience within the professional industry. Your views and experience are what the project is interested in exploring. I estimate this will require approximately 30 minutes. 
There are no other commitments or lifestyle restrictions associated with participating. 
What are the possible risks and benefits of taking part? 
Participating in the research is not anticipated to cause you any disadvantage or discomfort. The  potential physical and/or psychological harm or distress will be the same as any experienced in  everyday life. Any unexpected discomfort, disadvantage, or risk to a participant, which arise during the  research, should be brought immediately to the researcher’s attention. 
You will receive no direct benefits for taking part in this research study. However, I hope you will find  the project interesting and thought provoking, and that your responses will help me to improve my  practice. 
Will your participation in this project be kept confidential? 
Yes. All the information that we collect about you during the research will be kept strictly confidential.  No real names, training establishments or identifying information will be included in any reports or  publications.  
How will your information be collected, used, stored and protected? 
If you choose to participate in the interview these will take place and be recorded via Zoom. These  audio and video recordings will be used principally for analysis. A number of the questions are open ended and direct quotations from these answers may be used in our research reports, but no  confidential information will be used. No other use will be made of them, and no one outside the  project will be allowed access to the original recordings.  
Any data collected about you will be stored on a password protected computer to which the Principal  Researcher has sole access.  
Original audio and video recordings of interviews will be stored securely until they have been  transcribed, at which time they will be deleted.  
Transcripts of interviews and/or questionnaire responses from which all identifying information has  been removed will be retained for two years from the date of the exam board.  
Scanned copies of signed consent forms will be retained by the researcher for two years from the date  of the exam board.
2 
What will happen to the results of the research project? 
The results of the research will be included in my project report which will be submitted to the  University of Wales Trinity St David for marking. The data collected during the course of the project  might be used for additional or subsequent research. I do not foresee that the information will be  published or publicly presented. If you wish to be given a copy of any reports resulting from the  research, please ask me to put you on our circulation list. 
Who has ethically reviewed the project? 
This project has been ethically approved by the Voice Study Centre, and The University of Wales  Trinity St David’s Research Ethics Committee which monitors the application and delivery of the  University’s Ethics Review Procedure across the University. 
Contacts for further information 
If you have any questions or complaints about the project, in the first instance you can contact the  Principal Researcher directly. If you feel your complaint has not been handled to your satisfaction you  can contact the Voice Study Centre to take your complaint further. (Contact details below). 
Contacts for further information or complaints: 
Principal researcher Conor O’Boyle: conor.oboyle96@gmail.com 
Voice Study Centre Director Debbie Winter (debbie@voicestudycentre.com) 
Thank you for taking part in this research









APPENDIX 4
Interview 1
Thu, Mar 02, 2023 7:17PM • 37:59
SUMMARY KEYWORDS
people, feel, audition, big, training, realise, work, suddenly, mental resilience, year, support, person, career, skills, prepared, personality, feeling, sleep, industry, shocking
SPEAKERS
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Conor O'Boyle
You're all good, no stress. Okay, so. And so thank you very much for taking the time to interview. I hugely appreciate it. 

Interviewee 1
Thank you for having me

Conor O'Boyle
And so and obviously, so just to clarify before we begin, so my research is currently on mental resilience. So it's the idea of an ability, someone's ability to work against adversity. And when psychological strains come on someone to be able to grow, to be able to navigate those situations. And all that is kind of the idea of mental resilience. And what are the tools and ideas and things you've learned throughout your journey? Yeah, just to clarify, anytime I may say anything about mental resilience? So search, can you tell me a little bit about your story and your kind of relationship with the musical theatre industry?

Interviewee 1
Yes. So I started training in musical theatre really, really late. I started when I was 17, which is way later than most people. So started at 17 kind of moved over from my A levels, trained at like, my sixth form for like a year and then started auditioning. Didn't think I'd get in, got into [My University ] dream school was like, amazing. So I came to [my university] with just under two years experience, point blank. So coming here, I already felt like I was behind. Ideally, I probably needed a foundation year, but I didn't have enough money for that. And I got a full time place at all. Clearly, I'm capable enough for that. So I'm gonna take the opportunity came into my first year I got injured because my body just wasn't used to the contact hours, basically, deferred year and then restarted, did my three years of professional training, worked professionally for a year, and then decided to ease on down the road to something else?

Conor O'Boyle
And how did you find that university experience?

Interviewee 1
It was demanding, I felt like at the time, I felt like it was equipping me with kind of like, well, yeah, resilience skills, I felt like my I was able to tolerate a lot more. And I feel like when that first started, I felt like it really pushed me physically things I was didn't know I was capable of pushing me mentally to things I didn't know I was capable of. And then after a while, I feel like that, what I was mentally capable started to turn into what was like depleting the metally. So it didn't feel like it was building me up anymore. I felt like it reached my cap, I got a great I can, I'm capable of this thing, or now I have to keep doing it and keep maintaining it. And I found that that was the thing that changed was that it challenged me just as much. But then I felt like instead of empowering me to be like, Wow, I'm really really capable, I can do this. It started to kind of like, wear me down a bit.

Conor O'Boyle
And can you remember it all when that change happened?

Interviewee 1
Oh,I mean, I just turned in the pandemics that didn't help. 

Conor O'Boyle
Right? 

Interviewee 1
I'd say to me, it happened probably in my third year. Around the time of just when things get really competitive. I'd say second year when the pandemic started was it was a big dip. So don't count that as maybe like that was obviously a win win situation. In general, I found that after my actual like training time was done that kind of got into the show term. Things were kind of like 50%. Like this is everything that I've worked towards, and 50%. Like, suddenly in competition with everybody instead, of instead of working with people and suddenly working against people. And that kind of transition from that was very, like 5050. Like as in like before Christmas, we work together as a class. And after Christmas, it was like we were all pitted against each other. Like it was crazy. But it was like that was the feeling that it was like It suddenly became very competitive. And I think that kind of competitive nature kind of represents something that does happen in the industry. But it was all localised in this box that you couldn't escape from for six months. I think that's the part that it got really, Like, I found that like 3rd year and my confidence, like took a big knock. Because I felt like and suddenly the comparison game happened, you couldn't escape the four walls. People spoke about it all the time. live, breathe, slept, ate everything about it. And if you needed a bit of brain space, and that you couldn't take it because you were just you were literally surrounded by it. So I think that was probably the shift. I felt very motivated in like the start of second year. Like, I kind of feel like my brain became a bit more realistic, maybe slash starting to maybe have sub conscious thoughts that maybe I needed to move on to something else but didn't accept it straight away. I think it was my was my thinking.

Conor O’Boyle
And that shift that happened around that Christmas of second year. Was that something that naturally happened among the students? Or is that something that happened within the university that caused that?

Interviewee 1
Sorry, it was Christmas, a third year. 

Conor O'Boyle 
Third year Sorry.

Interviewee 1
Say it was quite universal? I'd say. I think that experience probably happens in most establishments. 

Conor O'Boyle
Okay. 

Interviewee 1
I would say I'd say kind of like the competitive kind of claws come out. Yeah, I think that happens because it's all beneath the surface for a lot of the rest of your training. And then when it goes into agent offers, and you're in suddenly in auditions against people that you've trained with, I think that's when it starts to kind of like hit home that Oh, no, like, people are just kind of fake nice to you, because they will literally just go, No, that's mine l

Conor O'Boyle
Right. 

Interviewee 1
And I think that's the main, those colours started to show, maybe people already doing that you just didn't hear or see it. I think that would happen universially I wouldn't say was specific to the university that I went to, I'd say that probably happens everywhere, people's confidence and egos get in the way of things. I think that's a big thing as well, when people are lacking confidence, the first thing they'll do is try and head on to the next thing to feel better about themselves. And I saw a lot of that, and also became victim to doing that myself. I don't think I'm usually like that as a person. And I think I like the pressure unit of just that situation. Definitely brings out the worst in a lot of people. And that's also very true. On top of the fact that you already do something so exhausted. I think that on top of it makes it really, really difficult. Like you want to just show up and do your class, do your training. And then you've got this mental Rolodex, I'm in competition with everyone that haven't even thought about it properly until now, maybe a half and it's finally hitting me and yeah, I think I think it's universal. I think it would probably happen anywhere.

Conor O'Boyle
And while you were at university, did you feel supported through your journey?

Interviewee 1
Yeah, I definitely did, I'd say where I trained as well was kind of like one of the first drama schools where like pastoral care was a thing. I feel like I was I really because I was there for four years, I really went from there being little to no support and kind of like general staff members being a support system to an actual pastoral care officer to someone who could then coach you to someone bringing in other people in a team, like I really was there for that progression. There was definitely more support. The main support I got there first differed was from staff members that didn't work, any kind of pastoral care, they were kind of like, like they will come up pastoral care mentors, but it was just like, it wasn't a job. They were just there to support students if they came to them. Yeah, I'd say obviously, I felt I was I was just lucky to have such good members of staff that cared about the students that much then I think in general , the longer I was here, the more support I had, because there were more things in place. And especially during the pandemic, it was really hot on making sure that students have the support that they needed. Because obviously, world is in chaos. I remember like I was doing like coaching sessions from like my bathroom, because another free room in the house and stuff like that. And I remember thinking that, like those are kind of things I was hanging on to. So I felt I felt like the support here, I'm like an interpersonal level was definitely really good. I feel like if anything was ever said the good thing about performance as well, sometimes teachers say things that is quite fleeting. And you'll still remember that comment six years in the future because it landed a bit too close to home and stuff like that. But like when things like that came up, it was always responded to quite promptly. And there was a support available for that as well. 

Conor O'Boyle
Great. 

Interviewee 1
Yeah, I'd say I'd say I felt well supported, maybe not like, I think there's elements of the performing arts industry that are beyond the realms of being taken care of, like, for example, like my injury. Treatment department took great care of me, but there's only so much they can do when you have kind of the mental battle of that I was injured for three and a half years while I was here, I hadn't longer injury. So for me, like no one can be there for you to make help you deal with that mental battle for four years. There is a point where you you are just kind of down on your own some nights and just be like sat on heat packs and just go well what about the bigger picture they got the bigger agenda like there was not really anything anyone could do in those moments apart from just be like just became yourself training tomorrow kind of thing. Be and I felt that I felt really supported. I was also in everywhere I was in pastoral care treatment, everyone needed to I needed to I needed a lot more support than a lot of other students kind of for mental health and physical health. And I felt like I was really well supported in all those areas when I needed it, which is I think more maybe a testament to where I trained. I don't know if that would be universal, every single university. 

Conor O'Boyle 
Yeah. And and when you did end up leaving your training, did you feel mentally prepared for the industry as a whole?

Interviewee 1
 I felt mentally prepared for the parts of it when you were doing it. Not the parts when you weren't. So for example, like my whole I worked, I auditioned and worked for a year, I had one audition in the room and the first audition I had was one of my dream shows. And it was West End. So I had the triple whammy of my first audition in a room which was my one of my dreams shows and it was a West End Show. And I had never been in the room before. I don't remember like workshop type things. And weirdly, obviously there's lots of adrenaline that came with that I was prepared for that because that's what I'd been doing my whole training was interviewing people you don't know high pressure How do I respond in that room? What am I going to walk with, and I get my music over, but like all those types of things, but I was not prepared at all for like, the down periods and the fact that you are trying to support yourself full time while living in one of the most expensive cities, and say especially I mean, in England, obviously, it's the most expensive city, but it's a hub that you can need to stay in and try to support yourself and kind of navigate, like supplementary income that makes you feel happy and fulfilled and gives you time to work on your main career. Nothing can prepare you for that when you actually have to do and you're like, Oh, my God, I have to do two careers at the same time. And not sacrificing long, but still, like, have a quality of life. And I feel like I was not prepared for the fact that it's, I would say nearly impossible to manage all those things comfortably to make enough money, be happy in your supplementary income and have enough time to fully commit auditions and continuing your skills. I don't think there's many people that find that balance. Unless they have like a part time job that has crazy commission.
 
Conor O'Boyle
Yeah

Interviewee 1
or they landed a commercial and don't work for six months. Like I think it's very, very rare. The percentage of people that will have the happy balance, or they just happen to find a supplementary job that is just as fulfilling for them as their acting career, which again, I don't think happens very often for a lot of people. So for people where it really is their one and only thing to then feel like their energy has to be expended elsewhere. It's really, I think the hamster wheel kind of losing hope was quite like, it's snowball quite quickly. So one day, I was like, wow, I just really don't want this quality of life anymore. I don't see this changing. Look, like I'm not having my whole well being in life, rely on luck and someone else's opinion of me. And that was like my pindrop to me, like, nothing could have prepared me for that, that that thought landed me like, Oh my God, I don't actually want to do that. No one told me at drama school what to do if I actually not that I couldn't do it is that I didn't want to have nothing prepared me for that. No one said at any point, like if you don't want to do this, like, that's fine. I never had that. I never had that conversation. It was always like you made it really, really like you made it here. Like against all odds kind of thing. Like, it's a dream. It's a passion like, and like I think my narrative is always like, I don't know if I'm capable enough to do it, because it is really difficult. I never had any thought of what I actually don't want to do anymore. We don't want that one day. That was never mentioned when I was here.

Conor O'Boyle
Never mentioned while training? 

Interviewee 1
I don't think anyone else around me even mentioned, I think it was like the fear of feeling like Oh, well. There's another one gone kind of thing, like another person couldn’t hack it kind of thing. I feel like that it'd be I think it's gonna be a taboo thing for people to actually be like, I'm actually not happy doing this, like, in any other career path, say I want to change career. We've got one we thought yeah, do what you want. In the performing arts you say that you want to change career path. It's like, you couldn’t make it though Did you like it's it's a job that you decide to move away from? It's got all this weight around failure attached to it if you decide to move away from it. Yeah, I might have tangented.

Conor O'Boyle
That's good. Thank you.

Interviewee 1
I don't think I don't think anyone could prepare you for that feeling when you when people say what have you been up to? And my response was, I'm working on my happiness because I didn't want to talk about work. I didn't want to say anything about auditions. Because the second you brought it up. So just interject say, Oh, I've actually just put this currently and lucky for you. I was getting garish. And because I didn't want to do it. And then you're forced into these like conversations where it's like performative, performative gratification, or I've done this, and I've been into this, therefore, I'm doing great. And I'm gonna tell everybody about it, because it's gonna make me feel like valid when they say they're not had anything, or they're in the same. And I was like, that was just, I didn't realise how much that that again, like, I've got so much worse after I graduated, because every time I even saw someone I trained with my stomach sank, even if I didn't mind them as a person. What are we going to talk about? Obviously, the big thing that we shared common interest over the last three years, which I don't want to talk about, 

Conor O'Boyle
Yeah,

Interviewee 1
Because the first thing people are gonna ask me is, have you had any auditions? And I would be like, I didn't want to go to them. And then to say, like, oh, no, I don't want to go. When you're saying like, you're getting the if you've got in the room for something amazing being like, actually didn't want to be there. The next person from you desperately still wants that, then you just don't end up talking about I actually feel about it, whether you want to do it. That was a big thing. I was just like, no one ever told me that one day I might just wake up one day and go, You know what, I don't want to do this. Not that I can't do it. Not that I'm able to do it. Not that I've been forced out of it. I actually woke up and I was like, I don't want to do this. I want to have an easier life than this. This is hard. And unstable.

Conor O'Boyle
Yeah. Amazing. Thank you. Thank you. And was there anything that really shocked you once you kind of entered the industry?

Interviewee 1
What shocked me. Oh, this might be very personal, but like the kind of like, the weird guilt you feel if you like turn down an audition to your agent be it through like, even if they say it's fine, like be it through just kind of like technicality the stuff like the amount of like dread I felt saying like actually, I can't go or don't want to go it's not right for me. Like even though it's well within my right to do that. I kind of like the Yeah, feeling like feeling like the student with my own agent like, I don't think graduating with them or something. But feeling like I know this thing is 5050. But like, there's a bit of guilt attached to it. I really was not expecting. What was the question again?

Conor O'Boyle
So was there anything that shocked you?

Interviewee 1
Shock me. In just like my person seriously, like when I was in the room, like, the dynamic of like, waiting for an audition, I didn't realise how accurately portrayed that wasn't like the media, like the whole, like, waiting in a queue standing there in silence, like having read in like, it really is genuinely as intense as like, it looks. And yeah, I don't know why you my brain, I thought you might be a bit more chill than that. But like genuinely like, it was like a high it was high stakes, high pressure, maybe that's just my heart going to do. Like everyone there See, even people that have like, clearly had a lot more experience than me seemed really nervous. I was like, I don't know, like, if you'd ever get used to that. If you'd ever get used to that, that feeling of like I am completely on display. This moment, like, actually, when I say that out loud, maybe performance wasn't the right thing. Anyway, I think I've been like shocked, shocked me. But I also don't think I maybe worked enough to, like experience all that the only thing that I did experience it was quite shocking was I worked for a company that was really, really racist. And when I report into equity, they didn't really do anything that shocked me. Because I put in a full like full report about it. And it was never chased up. I was like, that's quite shocking, that something of that severity can just go completely unchecked. Yeah, that was that was quite shocking. That's probably another mark of me going, I don't want to lose, I don’t want to be forced to work on contracts that compromise my moral compass and kind of just general things in the world and very important. For the sake of foreign power. For minimum wage essentially, like, that's not worth that on my conscience that have to do all of that, that kind of like that. Like one like new graduate starting to work is kind of picking up all the slack and calling out this company. Yeah, that was that was that was quite shocking. I think that was very specific scenario have been been been working in a company whose moral conscience and knowledge of equality diversity and that was appalling. You Yeah, that was very shocking, especially when nothing was done about it. I was like, wow, that's, that's really, really, really bad.

Conor O'Boyle
And were there any things that you wish you knew earlier, kind of regarding your career?

Interviewee 1
I wish I have known second, something feels weird in your body, you should go and see some about it. In terms of injury, because I'd have my address earlier, I could have avoided I had a [an injury] lead to [further damage]. I could have walked if I just got the [initial injury] looked at. I wouldn't have had any of that happened to me. So I think that what wish I'd known that and I'd also wish I'd known as well, like, how much you're meant for especially as mainly being a singer. Yeah. How would your mental well being can affect your singing voice? Like, I would have massages. And that's how I came out purely through just tension relief, my voice will change completely. And I've noticed as like, I could notice that I just couldn't get things to work because I just because I'm stressed and you can't there's no magic cure or not being shot. I can't just lie down and meditate for 10 minutes in the middle of the class. I think I wasn't prepared. I wasn't prepared for how much I had to be like, aligned to do my best work and how much pressure actually is to put on yourself that even on like a day where you're feeling like a three out of 10 You still have to do something that requires so much of your time or energy. Yeah, I wish I wish I'd known that because it's also really, really hard to kind of like when you do kind of balls up a bit. It's really hard to be kind to yourself when you're like I'm really trying to behave yourself but like People saw this, and they might forget about it, but I'm not gonna forget. Like, even though I think the goal is not in not in classes specific, because everyone was like training Yeah. Or like certain like castling goes in for like, I ballsed up so bad, and they will not remember it. Yeah, as I sit in on like, like my body clenches. And I'm like, I wish that hadn't happened. Oh, god. Yeah. No, I was not prepared with that feeling. 

Conor O'Boyle
That kind of stress, you'd feel it, I guess, would get in the way of your singing voice.

Interviewee 1
Yeah, especially 

Conor O'Boyle
Did you? Yeah, I mean, suppose in particular, it can hit a lot of things. Yeah. And did you have means of alleviating that stress?

Interviewee 1
Sleep. That was the main one other thing the nature of performing arts is that especially if you're in kind of like a tech, there are situations where like, mathematically, you will not get as much sleep as you need. Anything, your bodies and body and brain are under that much like pressure, you really need about 10 hours of sleep. And I just found that if I didn't sleep enough, but if I didn't, if I get eight hours sleep, things will start to stop working. And I was like, That is not the most sustainable mechanism when sometimes you just don't get good sleep. The next day, we're like, Oh, Jesus, this is gonna be like hard. So you kind of thing? Yeah, I'd say sleep. And just kind of like, being kind to myself, I think. I think it was one skill I definitely learned. Drama school is like I had to be really kind to myself like, and even though I didn't always manage it, and things came up, like I had to really practice that skill of being like, it is fine, you are valid, this doesn't your skills do not define you. And I think it was when I started, like, when my worth was attached to closely around my skills, that was a real issue. Because I couldn't start I couldn't start to detach the two. And I think when you do disciplines that are so close to you, and your personality and your image, think it's very hard to break some of those ties and found another move away from performing arts areas of my like physical identity that I just didn't honour because I was like conjuring my casting bracket. It doesn't work people say like you wouldn’t suit that like, things like that I'd be worried to wear like shoes with big heels on them. Because my casting bracket is short. short, choppy, chappy isn't if I'm too tall, it won't work like things like that. Just like it's ridiculous. Now say it out loud. And like they are parts of me. You had to quash to work as I just don't see that as unless you naturally are the person you fit into for that. And like I feel like it can be quite damaging to try and put yourself in that box. Yeah. kindness to yourself, and to cultivate a lot of that.

Conor O'Boyle
Very interesting. How'd you find the general culture of the suppose the professional industry?

Interviewee 1
Hated it. I think everybody didn't see it. Even when I was in training. I never had like friend groups, I always had the individuals that I got along with. And the individuals that I got along with were often the people that didn't quite fit into the cliques and crowds and stuff like that. I’d say I can be quite an extroverted person. But now I've no I'm not in training in not working for the perfromin arts I realised that I'm more introverted than I thought I was because I was over performing that extroverted side of me to try and fit in with my surroundings. And I think it's the same in just because the same type of people, especially musical theatre, a lot of extravagant big personalities, extroverts. And I feel like, yeah, I feel like I kind of connected with the people that weren't that because they didn't quite fit into these bigger social groups be that. Sorry forgot the question.

Conor O'Boyle
Yeah, no, you're all good, just asking, how do you find the culture? The professional industry?

Interviewee 1
Yes, it's so bitchy .No, it's really, really like the whole idea of strong actors that they can put up a front feel like there's just so many fake people. And a lot of I struggle a lot with the like, the personal dynamics of it especially. Yeah, I think just too many big personalities in the same space can often be quite like, I think especially as like, I would consider myself like a small personality in a room. In both performing arts students, I was suddenly like, very, like, middle to low in terms of like, this is the biggest person in the room, I go into other spaces and become the life of the party. So like the person who like carries conversations and stuff like that, whereas in this space, I was like, what?

Conor O'Boyle
And was that? Culture and space? It was the professional one of the unique culture. How similar or different like was?

Interviewee 1
The professional one was better actually, but that was because I was working with people who are older. 

Conor O'Boyle
Right? 

Interviewee 1
I think age is a big Part of it as well, in that, when I worked, I was in a cast of people that were ages like 22 to like 55. And the people were a lot more chill, a lot more chill. But I've heard stories of people in casts have with people who are generally younger, that just have that kind of clicky experience just like transferred over, pressurised experience like a cruise ship, where one difficult personality or clashing personality becomes a massive resistance point for a lot of people because there's nowhere to kind of escape from that kind of thing. I'd say from what I'd like. And also I haven't, I have friends as well, kind of being the cruise ship, rather than just kind of, or tours where you're kind of pressurised with someone. Kind of when you call people out, professionally, and personally, they just start to overlap, and kind of calling people out personally, and then they take it into the professional stuff and stuff. Like it probably happens in lots of different industries. But I feel like in performing arts, like if you had a scribe with someone, they could trip you over if they wanted to, on the stage in the show, like if they want to if they really want to do that badly they could. But yeah, I definitely heard from friends. And I didn't do anything myself, like tours and cruises where you're kind of in this unnatural kind of put together with these people situation that any kind of clashing personalities would also like affect the work as well with the nature of kind of chemistry and they bounce and things on stage. I could literally get in the way of that work as well. See, I'd say worse in a university environment, but not, not that I think it would be the same in any workspace working with someone that you maybe don't click with. But I think it's amplified in a performing arts space because of how collaborative it has to be. Yeah, especially things like TIE tours, so there's only three or four of you. You could be looking at like a third of your cast being a nightmare. And you've got one of the person to like crutch towards Yeah, and still somehow do your job. 

Conor O'Boyle
You so yeah, yeah. And, and then what were the kind of stressors in I suppose your professional life?

Interviewee 1
Everything. Everything genuinely down to try to schedule auditions around the work schedule to find an agent relationship quite stressful. The fact that you could be chilling on a Friday night, maybe you'd have a few drinks and you get an audition through like, Oh, God. Now, like, the idea that the separation between your work life and your personal life is really blurred down into kind of image, the way you present yourself, like even like you end up going to the gym or exercising for the goal of your career rather than just for health and well being even just carved around matching your headshot and working towards a casting bracket. The way you speak to people is to do with making sure you always put a good first impression out because one light person one person off, you can suddenly be not brought into their room, like there's so much pressure on all these angles at the same time as having like, months of just periods of nothing. And then suddenly you can get something through that is like, I got a I had an audition for like three months. And then I randomly got audition through where I had to play it was an acting musician role where I had to play to folk songs on my instrument. And it was the audition. Within three days. I was like I played the [my Instrument]. [My instrument] is not a common folk instrument. And so I was like, what and so suddenly, I was completely overwhelmed. Like I have this skill, but I've not touched it in eight months, and suddenly out of nowhere. I've got three days to learn, practice, rehearse, be on top form also go to work. And I was like, even thinking about it now like my brain just feels scrambled thinking about that. Yeah, and then now that I'm not in that world, everything just feels a lot more simple. Yeah, like I can have the normal practice of this co worker isn't my favourite, my commutes a bit longer, I’ve worked too many hours this week. Whereas before it was like the dread and like I really want to like honour my identity and my inner self which I'm working on in therapy, but my career is holding me back. And that can be it was just a big hard line when I started doing my therapy and realised that the block for me was my career in so many different areas being like, Oh no, this is inhibiting the time I spend with my family. It's inhibiting the, the money I can invest in myself other people limiting the time I have for hobbies like I remember even for last suddenly it was like I want to learn language. I haven't thought about having time for that in the past eight years now I can like I don't think yeah, it was kind of the comparison of not having that stress on your inside to move away from it realising just how much of it is just an absolute pressure can Yeah, mental pressure can as well like, always feel like when you put it up you have to be on top form Even if you're having the worst day you go, you could go to an audition straight from a funeral and be expected to just be present. You can’t really have that conversation just to let you know, like, I'm on the best day to day with the panel. Like, there's none of that you go in and you go in and say your name, do your thing and leave like there's no day one context and more backstory. Like, I think it's really hard to kind of like, do something that's so close to your like emotions and who you are as a human. And you have to be so disconnected sometimes like, it feels like sometimes it is impossible to do both at the same time. Which is so weird, that professional probably more than nearly any, be so in touch with yourself. Yeah, sometimes, like not in touch with that right now. And you need to be? Yeah, yeah, suddenly, you've just got to tap into this part of you this emotion that you're just not feeling. Yeah, a lot of a lot of pressures. Also, I think the pressure of body image, I definitely fell victim to like first and second year, I feel like I kind of broke out on that myself, my third year, but I know a lot of people that are like, they've been working for 10 years, and they're still stuck in that place where their worth is dictated by the fact that they don't get put in for dance calls because of their size. And I'm not talking like plus size and talking about the fact that they're not like ripped. It's that's so damaging on more than a professional and personal level. Yeah. Because you maybe will expect that kind of treatment like the modelling industry, you're dealing with that alongside your skills, being athletic and the mental pressure of having to be on top form, and networking in that that empathy. Actually, that's a lie. They do they do prepare you for that, because I think some staff members work and like old fashioned way where they would come they would comment on people's bodies, etc. I don't think happen so much now. But in my kind of first couple of years, that still didn't happen. 

Conor O'Boyle
Okay.

Interviewee 1 
And some of those comments kind of stuck with me more like less than submit to use that and like they were incorrect. Well, that kind of thing. But I know for some people, they might not have been able to do that work, or might still have those things set to them playing in their minds. Yeah, yeah. A lot of pressures and lots of barriers.

Conor O'Boyle
Did you have any tools to try and deal with all the stressors and those pressures?

Interviewee 1
Not healthy ones that I should probably say on the recording? I would Yeah, I would say that sometimes the pressures were just too much I either needed to take a day off, or maybe returned serve unhealthy coping mechanisms, I'd say. Things probably same for a lot of people in lots of different fields. In terms of tours, I think speaking to those around me, they're in similar situation helped a lot. Kind of like shared experience. That was probably the most helpful thing. I think like without the good people around me and training, especially because like my training that has like, chronic injury and a full blown mental breakdown [REDACTED] Like for me, I feel like I really didn't have the extreme of the difficulties and the things sitting on me. And it's like the support network and people wish had lived experience and we're speaking to people be like, I need this accommodation and this thing, etc. I feel like they would always the best way to deal with it. I feel like that's just a thing in general that helps most in life as well. Like the first thing if you're struggling to do is talk to someone about it. Think again, because it's such a such a personal industry. Like it's not just a case of oh, I need to report my line manager this thing. Like it really can be the case of like this thing that I've done is really crippling my confidence. I can't detach from it. Like I think those things, I think it's just so it's so tight knit around who you are. Yeah, I think communicate with people is probably the, the healthiest way I dealt with it. Again, most of my training was in the pandemic against animals, obviously, I kind of try and embrace that situation because, factually, we were doing or some people found themselves and started running marathons. And the people are like, oh, like me, like, Oh, my God, I thought I was a really motivated person. But turns out I have ADHD and I can't schedule. Like when they was really like an enlightened, enlightened period for many people for lots of different reasons. So I try not to, like, attach any experience to that, because it seems like a whole scenario almost. Yeah, talking to people was the best way.

Conor O'Boyle
Thank you so much. And thank you so much for sharing those. And as always, if there's ever anything that you found quite difficult to speak about, or triggering, and there are support networks out there, the Samaritans BAPAM and all that and I will forward all that information on to just should you need any further support. I'm happy to pass on that information. And then finally, guys want to ask you is are there any questions that you're expecting me to ask? During this that I haven't?

Interviewee 1
I'd say the only one that comes to mind is maybe purely because of the nature of musical theatre training specifically I'd say there's different resilience is needed for the different disciplines. I think that different people obviously will struggle more in different areas. But I feel like the resilience needed for downstream and same training are very different. I feel like there's a physical resilience that you need with downstream that you can still tap into your mental but I feel like the mental can start to falter when your physical starts to falter. And yet, I feel like you need an emotional resilience, because of even the things that could unlock that you might not be prepared to deal with. I feel like maybe because I connect more with singing, and acting in general that as it sits closer to me, I feel like there's a, there's a kind of an athletic resilience for the dance side in this in the nature that like I have been unable, physically unable to do a lot of things that I was set with, because of physical limitations, because of the fact that I thought I was going to pass. Like, I think there's a different kind of resilience unlocked, which don't feel as as close to your study, I think is still no note worthy. Because, for example, not coming from a dance background, I struggle the most in dance classes. Because mentally I was like, I already feel far behind everyone else. And I can physically see that I'm behind everyone else. And that doesn't do wonders for my confidence. And there's literally nothing I can do in the short term to improve that. Like with singing, you might have like a little breakthrough moment, or stuff like that without like, I see things that other people doing that I will literally never be able to do. My body physically can't do that. And I think there's a different cap with like, with single actor they are skills that you could just keep on going for a long time. And they will just keep on improving. I do you feel like genuinely with dance, maybe it's more personal for me, there was a there was a there was a cap that I was going to get to where there are things that my body physically will not do, especially being injured. And I think there's a different type of resilience to learn when you're just like, I have to lower my expectations of myself and still be optimistic that I'm great. But I really have to be realistic that some of these things that the people around me are doing and people in auditions are doing next to me, I am incapable of doing. In my first year I was like I can do anything I put my mind to do. And I was like no, there is a point where I will literally snap in half the hospital before I can do that thing. 

Conor O'Boyle
Yeah. 

Interviewee 1
And that becomes a point where you need to be realistic and go there's been resilient and there's been realistic in this moment. I need to be realistic. I am not able to do that. 

Conor O'Boyle
Yeah. 

Interviewee 1
I'm quite a realist. Anyway, in general, I'd say I'm like an optimistic realist like I always have a bright outlook. But there are elements of the performing arts industry that I do feel like no amount of resilience will be able to prepare you for it.  Yeah,like, yeah, yeah, I'd say it's a fair statement to make. 

Conor O'Boyle
Great.Thank you so much. 

Interviewee 1
Thank you so much. 

Conor O'Boyle
My absolute pleasure.
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Conor O'Boyle  
and wonderful, cool. So that's all good to go. So [Liam], thank you so much for taking the time to chat to me here. And as I said in the information sheet, My research is about mental resilience in particular among musical theatre performers, trying to better understand and kind of what develops mental resilience and what aspects of mental resilience are valued within the industry, as well as if those things are being developed within people's musical theatre training. And when I speak about mental resilience, I talk very much about one's ability to kind of face adversity when it comes in. And obviously just to be able to either overcome that or thrive from that or cope with that. They're kind of the things I'm trying to kind of explore and research. And just to kind of clarify anything there. And so first of all, I'd love to just tell me a bit about kind of your journey and experience with musical theatre, I suppose your story so far.

Interviewee 2  
Yeah, so I'm originally from [Home town]. And as a teenager, I would have done amateur musical theatre. And then I moved to London in 2004. I'm trained for three years on the BA Honours Degree at [University]. That again, with musical theatre course there, I graduated in 2007. And my first within a few months of graduating, I was in my first West End Show, which was [First Show] at the Savoy Theatre. I went on from there to well, I've worked in had quite a versatile 15/16 years now since then, I've worked in a number of West End shows, UK tours. I've done work in theatre in Ireland, both Pantos and kind of, you know, plays and works really. But yeah, quite a broad spectrum of musical theatre from the big brands, like Phantom of the Opera, and the commitments and Beautiful, Carol King musical. And also shows like Hair, which I did a European arena tour, Jesus Christ Superstar, which I did in Ireland at the National Concert Hall with the National Symphony Orchestra. And fame, which actually did RTE ran a talent, reality TV talent search kind of programme, which I was persuaded to do in 2010, which I took in and won and then did the tour, which came afterwards, which was an Irish tour, and probably leaving some really obvious things out like that. I think, what else [Show 2] I was in a big show called [Show 2], which was in the west end up until the pandemic, and then I did the UK for for a year then once theatres reopened, which took me up to last September. And I'm now working in Galway Tyvek. Which the national Irish language centre on a new play about the life of me Mícheál Ó Muircheartaigh., but not Mícheál Ó Muircheartaigh. Completely the wrong person. And it was about Mícheál Ó Muircheartaigh, it was about Mícheál Mcleamor.

Conor O'Boyle  
Amazing, so yeah, very, very varied and prolific career fair play to you. Yeah. And, and so have you talked about how you are in [University] then from 2004 to 2007. Tell me a little bit about your going to university experience and how you found the whole thing? 

Interviewee 2  
Yeah, well, first and foremost, like it didn't feel like the university experience and the campus time, probably had just over 300 students on it, there were no societies, or there was no student bar, or any of the things that I dreamed of when, when I looked forward to go into university. As a teenager, however, it felt like you were in a in a elite training facility, like a high performance arena, essentially, more akin to a Olympic training, to be honest, very specialised, and everybody that you're interacting with, was looking to become an actor. Whether that was in TV, film theatre, whether they could sing or not sing, you know, it was completely focused. There were there was a state the only non performing courses where there was a state management course which accounted for a very small percentage of the student body. And there was a directing course which had I think, maybe one student, two students a year and a musical music direction course began as I was leaving, so it was was very, very focused environment. And a huge part of the training, I would always say it was around work ethic. And being self driven, and accountable to yourself and really doing everything possible at the highest. And at the highest standards, there was no room for, and there was absolutely no room for complacency. It wasn't tolerated. Or even just taking the easy option wasn't really tolerated. It was always your always kind of celebrated for doing the extras, you know, to the extra bits and that so yeah, the nearest thing I can, as a teenager, I was a elite swimmer. So I was on the National Youth swimming team. And it was very similar in approach to a high performance sports facility, I would say. So yeah, that was kind of my take.

Conor O'Boyle  
On that kind of, I suppose that elite work ethic? How did they encourage that? I suppose among the students,

Interviewee 2  
there wouldn't have been, you wouldn't have heard phrases like, never take the easy option. You know, you wouldn't, you know, if you're not feeling well, that's fine. But if you can get through the day, then you should be here. You weren't at you know, things like terms of punctuality, your day start everyone's day started at nine o'clock. And if you arrived, you had to be 10 minutes early, if you arrived at nine minutes to nine, you weren't allowed in for the day. So you know, kind of things like that. Also, I mean, you weren't, you were there, really, from nine until six were the normal hours Monday to Friday. But quite often, there would be other things that you would be involved in, which would keep you there till eight or nine in the evening. So very long hours. Loved it, by the way, I loved every bit of it. And there were only 32 People in my year, maybe 36, so that the the numbers were small, which meant and the class sizes were small, 12, probably, ordinarily, you were in three groups of 12. And for all of your class, which meant you're, you know, you had the the ratio between you and the practitioner or the lecturer. We're, you know, quite brilliant really, you know, you gotta lot of. Time. And so, yeah, in terms of nurturing that really elite environment, you know, beat those behaviours, it would have been, because it was so specialised, I suppose. And also, we had, a lot of the people who were teaching us were practitioners who were in between jobs who were dipping in and out. So you constantly felt that that environment that you were preparing for, and not everything, but. Whether it was said or not. Everything that we did was with a view to being successful in gaining employment and maintaining a career as an actor. So in the early days, you know, the first year, the training would have really looked at and developing your basic skills. But from year 2, it was really geared towards how to be a good professional. 

Conor O'Boyle  
Hmm. Very interesting. And so you mentioned they're actually just out of curiosity about how they did a lot of work on about maintaining a career. What were those skills they taught for career maintenance, rather than just say getting the job?

Interviewee 2  
So sometimes, people can think of their training as well how do I nail an audition, you know? And but once you like, if you're going to have longevity and a career as an actor, you need to know how to be an excellent company member within musical theatre. And if we're talking about musical theatre, you need to understand how to be reemployed by the people you're working with, whether it's on that production, or on another production that the company works with, or you want The people that you're working alongside or the, you know, the creatives that you're working alongside when they go on to other productions, they you want them to view you favourably because of how you behaved on when you worked before. And so at [University], they would have talked about how to be a good professional in the in the worker in the rehearsal room, you know, what we expected to come to rehearsals, beings as clear as possible with the material. And then once once you've done a scene once that the expectation is you come back in, off book, but also having advanced what you're bringing to the table. So you don't kind of go, oh, I can't really remember what we did yesterday. And you come in and do your best at remembering what you did yesterday. No, it wasn't even good enough to come in and do accurately what you did yesterday, the goal was that you came in and you added value that you came in and had thought of something else or had pushed on, if that makes sense. And in our training that was constantly whether we were in a dance class, and then [University] is not a big dance, school and they don't pretend to be but they do give you everything you need to be able to pick up routines. They don't the focus is not on technique. As it would be in some of the places which are is more dance focus, but they would have prepared you to be an actor mover, as we call it in the in the industry, you've got the dancers. And they would have made sure that when you are learning this choreography always be thinking about well, why why am I doing this move? What's What's it mean to the character? And then so once you've learned the choreography, then you'd go away and really like work on the choreography, make sure it's accurate, but also act it. You know, and that would have been, I believe, what people who train at [University], during that era, that would have been their great skill set was that whatever they did, they were always looking at, how can I add value here? How can I, you know, tell the story here, as opposed to how can I nail this technical movements?

Conor O'Boyle  
Hmm, I love that. Thank you. And so during your time there, did you feel like you were supported?

Interviewee 2  
So yeah, to piggyback off, that was kind of, if I kind of explained the cook the kind of ethic that would have come similarly towards music, or or anything else, for instance, that you we always have to have a dictionary with us. Oh, because I think we didn't, you could do it on your phone, obviously, at that time. So you always had a dictionary with you. And if there was a word you didn't understand, either that letter said, or that came up in a script. You couldn't you you were expected to look it up. And that's accountability. You know, that's taking responsibility yourself. So the whole thing was don't ask the question, if you can find out the answer yourself. So you would never ask if a teacher was you know, explaining some music theory thing or teaching  an ensemble piece of music, sometimes, actors, students are but but actors but as an actor, sometimes will ask the person just because they want to be seen to be diligent. They want them to care. But actually, we were trained not to waste time, not to waste anyone else's time. If you could find a solution yourself. Go find the solution. Only ask a question if you can find out yourself, which is brilliant, actually. And in in the world of musical theatre where time equals money quicker that they can get material, the less the costs everyone and commerce commercial musical theatre. You Your looked favourably if you were self sufficient. And so that would work in if you're doing a musical. And they never need to explain things to you because they know that even if you don't understand it, you're going to come in the next day knowing everything you're going to do on it. You'd have done it yourself. That's very attractive.

Conor O'Boyle  
Yeah. Amazing. Thank you.

Interviewee 2  
And Even thing was you always had a dictionary with you If and if you said sorry, I don't understand what that word means would not have been an acceptable question. They'd like to have a dictionary, or if you were saying a line. And they'd say, I feel like you don't really understand what that means. What does that mean to you as an actor? And if you haven't looked up a reference for words, or doing a piece of set in the Second World War, and you were mentioning some Lieutenant or some, I don't know, whatever, some kind of reference like that, if you haven't gone and done the research on every single reference and understood, every single thing you were saying, that wasn't deemed acceptable. Whereas, because there was yeah, there was, you know, however, it was also unacceptable not to ask a question, if, if you didn't know. If they, so if they said, you know, what are you? What are you doing there? And you're like, Oh, if you're approximating. Like, if you don't understand, you need to ask, you know, so both. That balance was it wasn't no one was afraid to ask a question. We just all knew how important it was to ask a question, and which questions were unnecessary. But that's a great that kind of approach is a great example of the ethic behind the self, the the self sufficiency that they were trying to impart to us as part of the training.

Conor O'Boyle  
No, I think that's wonderful. Because, yeah, that self sufficiency is such an integral part to, to everything really even on personal motivation.

Interviewee 2  
I'm finding now with young people, younger actors I'm working with now and I'm [in my mid thirties]. And so a lot of people I'm working with now in their early 20s. Don't have that. So I don't know where that's gone missing. I don't know what I find I’m working with now in their early 20s. But here's almost ay. Ay. Ay, there’s the feeling that well, you know, it's not my responsibility that seems to have disappeared now. And maybe it hasn't disappeared. I don't know. But I'm definitely in the last few years with the young people I've been working with. They don't seem to have that. 

Conor O'Boyle
Hmm. Interesting. Yeah. Wonderful. Thank you. And so then, during that time, in [University], did you feel supported for way and if you ever did have a time of like, great adversity or something would happen? That there was like support networks and things like a community and culture there that would support you?

Interviewee 2  
Yeah, definitely, definitely. No, I know, not everybody did. But I was quite open, I was quite an open person. And I wasn't afraid to I was probably good at identifying the members of staff that I could, you know, just because of my upbringing, I was probably good at and, you know, she'll be good to go to work, he'll listen to me, or whatever. And so I was never afraid to ask for help in those times. But I feel like other people who were, maybe it's a cultural thing, stiff upper lip, keep calm and carry on. You know, I felt for people who didn't have the ability to ask for help. did struggle. There were other people who struggled, there was a guy that I started with who attempted suicide. So, so you know, and we were on the same course, you know, in very similar, you know, so it's, there were definitely people who didn't feel supported.[REDACTED][REDACTED][REDACTED][REDACTED]. And then I know he received a lot of support. after that. He had a year out. And then he came back, and he thrived and is still working now. And as it's been very successful.

Conor O'Boyle  
Wonderful. Wow. Yeah. And then, when leaving as we've touched on this a bit already, we're just so I know, did you feel mentally prepared for kind of everything the industry had to throw at you?

Interviewee 2  
No. Definitely not. I don't know if they can teach you that. Because the thing is that you're the things that can't prepare you for is how to not be An actor. And that's what you struggle with. That's what most people struggle with. Most people come out of drama school, and whether they get an agent or not whether they book a job early on, or not the thing they usually struggle with initially. And for me, I was very lucky in that I worked pretty soon. But the three months between finishing my training, and getting my first acting job felt horrendous. But that wasn't the universities. That wasn't the drama schools, lack of training they, when I went down to my first job, my God, I was fucking all over it. You know, I had, I was asking questions I was, you know, I was good with auditions. I was, you know, I did very well, however, four years in, when I suddenly had a lul, for what, and for whatever reason, I could probably tell you the reasons I think it is, and I'm sure I'd be wrong, because we never know these things. We just call them certain things feels better. I don't know if they really could have prepared me for the out of work times. and think, oh, and people will always say they don't tell you this drama. They fucking do. They tell you it's like, well, people don't remember those things. They don't want to remember those things they do. I have everything. All of my paperwork, from my training, I kept everything because I am very organised. I like to have things and I have taught at drama schools, since that's what I do. And when I'm not in job, and  I leaned on that stuff, from my training to create some of the things that I teach, right, so. And it's not in any of the paperwork, because they're teaching you how to be a fucking actor. But the person talking to you says, Oh, my God, it's like hard. You have teachers teaching you dance or teaching you singing? Who are there because they're in between jobs, and they're talking about So to be able to work? You're telling you this all the time? You're not. It's no surprise, you know, but I believe that, okay, look, when you get onto a show, say you're working in a long running musical, then it's discipline, discipline, that carries you through, and communicating, and it's just being a good person, really. But when people don't have discipline in those environments, then they start to get set to be told you're dicking around or you're being lazy there or you're, you know, you don't know stuff the way you should know, it's usually comes down to discipline, it's it's rarely lack of ability. And yeah, I don't know if that answers your question.

Conor O'Boyle  
No, very much. So thank you so much. There's Yeah, lots to think about. But thank you so much. And so then was there anything in particular that kind of shocked you was entering entering the industry? You know, obviously, it can't be prepared for everything, as you rightly said, but was there anything that just seemed off or shocked you once entering?

Interviewee 2  
So what when I graduated and went into [Show 1], I was actually bullied by a person in a position of authority he was in, he was a dance captain on our show. And he was in my dressing room because he was in the ensemble as well. And he bullied me. Now I had been bullied in primary school and bullied in secondary school. And I never understood what that was, I never understood as a child or teenager or as an adult. I never understood what bullying was. And I never understood how to get around it, or how to, and you know, what to do about it. And so I just thought it was me. Of course, I now understand that substantially better, but at the time, I was bullied. So that was shocking, because I thought, Oh, if this is what the West End is, I don't think I want to do this. But that was that could have happened in, in any field. And in my field, it definitely did happen. You know, I could have been working in a supermarket and I could have been bullied. So that was very much, I believe, a personal issue. And I didn't know who to speak to about it. I was new. It was my first job. I didn't know how to and he was in a position of authority. So I didn't want to complain because I didn't know would mean for me, but I do think that's changed very substantially now. Very substantial. Like we all talk about those things, substantially more 15 years on, there's far more awareness around all of those things. So I was, but that was shocking. That was quite shocking and really disappointing. Anything else shocking. I was shocked how pigeon holed I was, it was because I trained in musical theatre and started to work in musical theatre. When I wanted to diversify and go and work in telly or film. I found that that wasn't. I was told that wasn't doable, really. By my agent, I mean, no, she didn't say it wasn't doable. She said, This gonna be very hard for you. And that really disappointed me. But I mean, I got to do some of that stuff at the end, and eventually ended up coming back and doing musical theatre because actually, it was when I was my prep, like, I missed this. Yeah. What else shocks me? No, I think there's sometimes a narrative that auditions can be scary or scary that the people are, you know, this kind of culture of next or that you're all that stuff. No one ever treated me like that. Ever. And if they did I thought it wasn't okay to treat people like that, if I was ever treated like that, by in an audition environment. I very much came away going “dickheads”. You know, I didn't think oh, that's how I deserve to be treated. I can't wait gone. Fuck you. I don't want to work for you anyway.

Conor O'Boyle  
Yeah. Ya know, amazing. And like that actually bring them perfectly. So you'd mentioned they're gonna that was a bit of a culture. I'm curious, how did you find the culture I suppose of the industry as a whole. And even like, comparing that to the culture of the your education, was there kind of any big differences was there anything that kind of major changes, kind of going from the education culture to that industry culture.

Interviewee 2  
It’s probably a little bit easier working on the show. More fun. But I suppose that's because of this. And my approach, like, as a person, I am very, I would have been quite like, full on. And, you know, high achiever kind of vibes. And I'd probably have to learn to chill out a little bit, or probably have to learn to relax and have a laugh, and it doesn't all have to be perfect, I probably learned to just chill. And then I became an absolute messer, but always did his work, and people liked that they liked the fun, it's got to be fun, you know, there has to be that. So yeah, that would be the real difference. But no, I suppose because of my training, we were working with professionals all the time, they spoke to us and treated us in training, the way they were used to, which was in the professional way. And that's what I suppose the one big shift is that when you are training, you are working on the equivalent of an original production or something. So if you are, if within your training, you are doing a play, or doing a music, or whatever, and you're working with, and you're coming up with the blocking, and all that kind of stuff. And when you go and work in commercial musical theatre, almost all of the time, unless you're very fortunate almost all of the time, you're going into a show that's already established, whether it's been in for a very long time, or whether it's the second cast of something, or whether it's a the original cast in London, but it's already been on New York, whatever, quite often you're going into this is how it's done. And you're finding those parameters, you know. That would have been probably the biggest thing to learn how to do that would have been different from training in training, you're usually being encouraged to create creates creates, in the professional world, you are usually being your creativity had to be reined in, so that you could to deliver the product, really, in line with the brand that the customer was coming to see based on what they'd heard on the cast recording or what the videos that you were replicating other things. So that was probably the biggest shift, I'd say.

Conor O'Boyle  
Okay, amazing. Thank you. And so then what will be the big kind of stressors in your professional life.

Interviewee 2  
So, you know, having a professional life. I mean, it's where where's my money going to come from? Now, this probably sounds like personal life, but in your press prep professional life. You've always got one eye on when this finishes in a few weeks time, or in a few months time what comes after that? And so that impacts your professional work. But yeah, I mean, life of an actor, what comes after this? Will anyone care about me when this is over? Am I still valid If I'm not at the show? You know, where do I get my validation from? All of these kinds of things, certainly, over the course of my career would have been actually up until recently probably would have been huge stress. And that doesn't go away when you're in a job. That can affect your behaviour, I suppose. Do they like me? The the creatives, when you're in rehearsals, if you're in understudy rehearsals, like impostor syndrome, or whatever, you know, is this am I good enough to be here. And then also, being in an environment, where if there's 20 people working there, probably 18 of them are feeling that. And that can create, you know, a myriad of behaviours, which are which you have to navigate daily. And, yeah, you have to you have to learn to have compassion.

Conor O'Boyle  
Yeah, hugely so. And if you don't mind me asking, you mentioned there how a lot of those stresses were there. You said something had changed kind of recently, or is it up until recently? Was there anything in particular that changed? Or was there?

Interviewee 2  
Yeah, yeah, I had. I've been working. In the early part of my career, I had really exciting parts where I was playing lead parts. And then I year out travelling, and spent all of my money. And when I came back, I just needed a job. And the first job I got was as an understudy in a musical, which I wouldn't have done previously, I wouldn't consider that. But I took that job and actually quite liked it. And I stayed for a second year. And then I found it difficult to be seen as anything other than an understudy. This was in my late 20s, mid to late 20s. And so in the first five years of my career, the trajectory was very exciting. Then there was a fallow period that like literally took a year out myself, when I came back, I found myself lower down the pecking order, which was a huge adjustment for my ego. And then I kind of got used to it. And then you find yourself going, Oh, well, this is what it is, for me. This is all I'm ever going to be. And somewhere inside you, your ambition hasn't actually ever died, you've just suppressed it. And that can have the effect that the that can make you frustrated, disappointed, bitter, all of these different things. And then about a year ago, it can also make you self sabotage. And it can make you come up with all sorts of reasons why you don't want to be proactive. Because you're afraid, you know, your friend, you're afraid that she won't be wanted or whatever. Anyway, about a year ago. I just had a realisation last I that I should be backing myself more than I should be. Somebody, I had a great conversation with somebody that I really, really admire, who kind of said, your dormant. You've been dormant for a long time. And I can't believe that he heard me singing someone I really admire heard me singing. And I didn't think you could sing like that. That's, you know, far beyond what I expected given the role you are doing in this production. He was like you. Let's talk about that. Like he was like because I've looked I've he was very he took a big risk, to be very honest with me, but he also got just got to the point. I was very honest and direct and said I think you're doormats and I think it's a shame if you You don't kind of reinvent yourself and really invest in yourself and whatever. So he communicated very simply to me. And I believed everything he was saying. And actually, a lot of stuff I was, no one had said to me in so long. And so I just started going on a journey of trying to really well, how am I going to get myself out of this pattern? was so I kind of I really was honest with myself and looked at the pattern of the work that I’d done and what tends to happen in between jobs, and what what are my behaviours In between jobs? What am I actually doing to push myself the answer was nothing. And so is that right? Okay, so I need to make some changes. And I hired a few different people to help me navigate that. I, I hired a performance psychologist who works with in sports psychology, but also we're artists and anyone who has to perform under pressure. And we managed to unpack it together, and I've been able to turn it round, and I'm now having, I’m now seeing the results of that the results of behaving differently, you know, towards myself, is having a huge impact. And so that's the shift. Really.

Conor O'Boyle  
That's incredible. Thank you so much. And well done. That's that's a hard thing to do. So fair play to ye.

Interviewee 2  
It's not that hard. Like, that's the frustrating thing. It's not actually that hard. You just have to be brave. But I've always been brave, but I just suppressed it for so long. I needed someone to, like, be obvious to me, so that I could see what I was doing. Yeah, it's actually I just thought that that conversation happened randomly.

Conor O'Boyle  
That Yeah, amazing. Amazing. Thank you so much. And so I suppose backtracking a little bit when we were talking about the stressors. Is there any like tools, techniques, things you've learned over the last while that you kind of help? If like, Okay, I'm in a time of deep stress? Is there something you can do to help manage that?

Interviewee 2  
Yeah, well, I mean, this is going to come from like, some of the stuff that I've worked out with my performance psychologists that I know works from a having a positive attitude towards things. So I have no space for negativity now. So instead of now, what I'm finding is opportunities are presenting themselves constantly now, because I've put myself in a place for that to happen. And so my motto now is, I'm going to fucking nail this.

Conor O'Boyle
I like that a lot.

Interviewee 2  
And also throw something else at, throw it at me. You know what I mean? So it's like, even if I've got loads on my plate, if the phone rings or somebody says, Any chance you'd be interested in this, whatever, or you have an audition for this, as you know, when my brain goes, there's no way I have time to do that. That's going to take so much effort, whatever is that I need to bottle that. Yeah, come on. Let’s do that as well. Fuck it. Come on. Yeah, you know, it's getting up early. And it means being diligent and disciplined, but it also means still going to the gym, you know, it means still taking time and getting good food at the supermarket and making sure you have it, and then it's on to the theatre constantly, and spending your money on the things that inspire ye, you know, it means all of those things, it's not making excuses, there's no I'm making no excuses. I'm, I'm behaving like an artist like it's nothing [Liam], Are you an artist, be an artist. It's like up, like, opportunities have come up, which has been really inconvenient. Based on the plans that I have. I had a trip away that weekend planned or whatever, and it's like your actor behave like an actor, be an actor, you know, that's, you know, what I'm doing otherwise, I will stagnate. And I found that the key for me is to be creating, creating, creating whatever it is just making something, it doesn't matter what it is. And it doesn't have to be theatre, you know, any, any sort of thing. Just making something myself, not waiting for someone else. Yeah. I love that.

Conor O'Boyle  
Yeah. I love that. Thank you so much. Amazing. And finally, last thing, just want to ask you, is there any questions that you are expecting me to ask that I haven't?

Interviewee 2  
Maybe about how I would have seen change in the 15 years, I'm not sure like the age, the spectrum of ages that people you're talking with, but I definitely feel like I'm in that older bracket now that definitely feel like I'm Uncle [Liam] now in the cast. Which is mad because I used to be young guy who's always like, you know, anyway, so yeah, I thought you might you were probably likely to ask me how has things changed over that periods?

Conor O'Boyle  
Well, so I'm curious, if I may ask now, how would you feel things have changed over that period?

Interviewee 2  
Yeah. Well, I mean, like I've said, there's just a huge shift now in awareness of all of the issues. And, you know, representation is a huge thing. Mental health is a huge thing. People being allowed to Job share, because they've got children, or, you know, all of these things were in the past, you were made to feel like it was a real privilege to get to work as an actor now. And that privilege was that that kind of approach really took advantage of people who are actors, because right, we can get them to do whatever we want them to do. They'll work for nothing whatever, you know, because they'll just be glad to be there. You know, they're also bloody desperate. Definitely things shifted now, where that's no longer acceptable. It is still happening. Definitely still happening. We're still treating actors like this. But they just dressed up differently. Or where they don't treat actors like shit, they'll advertisers, but they'll it's still it's still happening. But it's just, there's currency in being seen perceived to be ethical. is across the board? Not just Yeah, across the board, being seen to be ethical is is a huge currency. Now, that's a huge shift. And then I would say on the actors side of things. I think there's an entitlement, there's a real entitlement from young actors. And I I'm not quite sure why. I'm not quite sure why. And where I feel that the work ethic has, or the drive or their fucking self accountability, you know, has been replaced, to a certain extent, with entitlements. And I think that's boring. It's really boring. And I know it's driving. Well, like company managers. Do you understand the role of company manager?

Conor O'Boyle  
Yes. 

Interviewee 2  
Yeah. So I know, company managers are being driven demanded now by people calling and saying, I need a mental health day, or I needed this, or I need that that or that person spoke to me is that, you know, and I'm not saying that all of these things are wrong. Like I think it's, you should be able to have a mental health day. I think that's amazing, whatever else. But they're the balance is way off at the moment. It's, and I suppose it's got to do that to, to level out. But right now, scales are gone awful in the in the wrong in the wrong way. And so that's where we're at. So I've no doubt that it will eventually sort itself out. That's where we're at at the moment. And I'm grateful that I was on the good end of the old way. Because I feel like I came up with Yeah, well, lots of things that I quite like, you know, if that makes sense. We have right now I wouldn't like it must be really difficult for young performers, because they're all feel, like they have to appear to be all of those things like I don't know. And it's tough. 

Conor O'Boyle  
Amazing, wonderful. Thank you so much, [Liam]. I hugely appreciate this.

Interviewee 2  
This has been my pleasure. I was just reading the term I don't know when I saw your thing. There was no point where I was like, oh, yeah, whatever. And I was like, oh I want to contribute to that because I feel like the work you're doing is going to make it a better place for everyone. And so sorry it's taking so long. In my inbox I have a really clean inbox and was I love getting I love having an empty inbox and your email has been sitting there whole time I feel like I am going to do that I just need to find the window where I can make it work but just need to find the window I am going to do that. So I'm so glad that we were able to find a time that works for both of us because yeah, I think it's really really I'd be fascinated to I'd love to see your findings at the end of this.
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Conor O'Boyle  
Great, wonderful. I think we're all good now. Yes. That's perfect. So I'll just thank you so much, again for taking the time. I hugely appreciate this and talking to me about kind of your experience in musical theatre. Just to clarify before we start. So this research that I'm doing is on mental resilience, which is kind of someone's ability to be able to handle adversity and to gain like, positive outcomes from it to find coping mechanisms, different things like that. People's means of working through their journeys and their struggles, through I suppose, a musical theatre career, as well as your time within musical theatre, university and degree. And so they are the main focuses. So I'd love to start off, you could tell me a little bit about your story, how you got into musical theatre where you're trained, it's just a kind of you and your life so far.

Interviewee 3  
Oh, yeah, I got into musical theatre when I was probably about 10 or something. And I just joined like, really terrible, am dram group. Thinking I was insane. So that so I just kind of had it as a hobby never really thought of it as a career up until maybe when I was about 14/15, I sort of I knew about [University] as an institution. Because my vocal coach from back home back home in Wales, worked there back in like the 80s, the 90s. So I just got to a point where I was like, I know I'm going to be auditioning for like, post A levels. So I just always kind of thought I may as well go get some experience in auditioning. So I auditioned on a whim for the A Level course at [University]. And then I got it. And then I kind of was like, I have to move to London. So I ended up moving to London at 16 on my own. Which it's a whole weird story in itself have just like that's such a massive move for someone at 16. To live on their own to sustain themselves to do laundry, like really silly things I never thought off and now all of a sudden you have you're 16 and you have you have a bank account, and you need to budget and you need to do food shops. So did that. And then it's really my two year course that [University] and then I auditioned for a bunch of different drama schools ended up staying at [University] for my three year BA I knew I sort of knew the people I knew myself. So I decided to stay. I then stayed on for three years, and then sort of COVID happened right at the start of my first year. So that all got derailed. So it's been a story of ups and downs, but the other whole time. 

Conor O'Boyle  
Yeah. And so how did you find your experience at University? 

Interviewee 3  
Um, there were like major, major ups and downs. I think if, obviously, If COVID hadn't happened, it'd be a completely different story. I think that I think I have to look at it from like, the COVID aspect of it. And then the rest. With the COVID aspect. It was I probably what everyone else was feeling of weird singing, dancing and acting on Zoom. There's only so much you can do. I never felt like there was that much. That much like support mentally. Like I personally really struggled with Zoom. It wasn't. There's just something about the screen that I just couldn't pick up choreo or like really silly things. Which I know a lot of other students felt like because we sort of ended up having to have support each other in these times. And there wasn't that much support within [University] to help I think help students that were struggling to like this and that new online version. And that was this was sort of March 2020 April 2020. So we did there wasn't a sort of like oh, in September we're going back in person it was it was open ended at this point. I think that was the big struggle of it as well that you kind of didn't know if you're ever going back to London if I was about to finish my three year degree course, on a laptop in my room with bad Wi Fi. Yeah, that was kind of a big struggle for the COVID aspect. And then mental resilience within sort of once COVID calmed down a bit. I think there was a massive break between, I think you could see what teachers or what tutors had worked in the industry recently had. And then you could see the ones who sort of trained in the 80s and then went straight into education. And then never changed. Because there was a massive different sort of aspect, there was a massive their reactions to sort of any any sort of like mental health issues. If someone wasn't having a good day someone was anxious, you could see that some, some teachers would just find a way to help them would be able to push them within their safe limits. And then other teachers just would be like, Don't give me excuses. I'm not here for excuses. Why are you making things up? So there was always that like disparity. And it was it was very much from teachers who had worked recently in the industry versus teachers who had just been teaching and haven't actually worked recently, to know what the industry has changed and like morphed into, that makes sense.

Conor O'Boyle  
Yeah, no, very much. So very, very interesting. And then so if you were in kind of the COVID times are first and second year, were you then back fully in person by third year, or was it so hybrid or?

Interviewee 3  
Thrid year, we were fully back in person by third year. I think the only time the only time we had to shift back on Zoom is we obviously had a COVID outbreak during our third year show. Because why not? So we had that so that the only times we were sort of back on Zoom, were if someone had to go isolate, my flatmates had to isolate a bit, so I kind of isolated with them. And that was just kind of a laptop on zoom in the corner of the room. And we could just sort of sit there with a notebook and just jot things down. So luckily, it calmed down and but didn't completely die down.

Conor O'Boyle  
Yeah. And how did you find that transition from fully online to then fully in person?

Interviewee 3  
Um, it was petrifying. I think having done so much of it on Zoom, you kind of realise where you can help yourself, you find out where you can cut corners, you find out even like silly things, like if I didn't learn a monologue, I knew in the back of my brain that I could have it written out, and I could glance at it on Zoom, but I couldn't do that in class. So like silly things. But then also, it was really weird to go from, it was really weird to go from sitting alone behind a computer for literally from nine till six every single day speaking only when you're unmuted to being able to turn to your friend and just like say a comment or something. And like the mental the mental, like I think my mental health got so much better. The second I did have literally someone next to me and actually next to me that I can speak to and you could just have a bit of that actual uni life, even if it's within the walls and we didn't go out drinking or something you could at least you could genuinely talk to you not have to like message privately. So it definitely helped when we sort of went back in person, we did like a half in half. So we were like, every, every other day, we were on Zoom. So it was still we still had the Zoom very much being prominent, but it did make such a difference. Even like speaking to the teachers, you got to actually experience human emotion from someone else behind the screen. I think everyone’s attitudes changed quite a bit at that point to sort of yeah, this is terrible. We all have to be on Zoom, but there was sort of a silver lining of the light at the end of the tunnel. At least getting back three times in the studio. So that definitely helped.

Conor O'Boyle  
Yeah, of course. And did you feel kind of supported throughout your time at [University]?

Interviewee 3  
Do you mean by like, like my co, not colleagues, my other people my class or

Conor O'Boyle  
I suppose go for would go both with the class and that kind of culture there. But also I suppose then in a more professional sense of kind of systems within [University] itself.

Interviewee 3  
I think within class wise, I was really lucky I got a super, super nice class with they were really understanding they will always be the first people to check up on you. I think and I think COVID Again, it brought us together and that sense that if you notice that someone was on in class, or one of the days you just check on them because everyone was having a horrible time. So it did bring us closer together as as a class and I think allowed more people to sort of lean on each other in terms of the institution, I think that I personally had loads of meetings during, during COVID, when I was just caught just breaking down and be like, I can't do this. I don't know how to get what I need for my education from this. And it was sort of the response I got a lot of the time was it's it sucks, and it's terrible. And there's not a lot we can do. A lot of it was go see your GP, you should sign up to this sort of talking therapy thing. And it was always as if, as if it was just like, oh, go bother someone else. We can't do anything. For most of the time, I think mentally, so. Yeah.

Conor O'Boyle  
Yeah, of course. And the recent thing you said there about is you're finding it hard to get what you need from this education. What were the things you felt you needed?

Interviewee 3  
Um, I think that literally like the hands on ability, the thing I needed, like the community from it, I needed the even from a like, genuine, like technical standpoint, I needed to be able, my teacher to show me if I was doing something technically wrong within dance. I needed someone to be able to like, turn my leg out and go, this is how we're supposed to feel, rather than completely trusting myself, knowing Oh, this is how I'm supposed to feel. And I'm not feeling that. So I feel like a lot lot of the education, the education and the technical aspects of foundations and stuff that I learned was a lot of it was missed out because we had to do it through screen. And it's not you're obviously limited with what you can do them. Yeah.

Conor O'Boyle  
Great. And so then when you did leave [University], did you feel mentally prepared for the industry after that?

Interviewee 3  
Um, I think, again, this is weird because I kind of I started [Show 1] before I left [University]. And I felt I felt so prepared to leave I think and I auditioned like my in person, auditions were in January, and I and then I graduated that August. And I was so ready to be gone in that January. That I sort of I think that's what inspired me to do the auditions. And just as by gave me the confidence I needed, because I had the safety net of the drama school if I didn't get the job. And I think I got so we heard so many horror stories about how horrible auditions are and how scary the industry is and how everyone's in it for themselves. And I think that's that was the information that got funnelled into us for about five years, non stop. And then I did audition and I got the job and like started the rehearsals and it was one of the nicest rooms I've ever been in. I remember leaving my auditions every single audition I left for [Show 1]. I sound so cheesy, but I left with a smile and I was like I'm happy with what I did. The team was so lovely that I just feel lucky that I got to have a chat with them and perform in front of them. And if I'd gotten no I would have been completely content with that. Which was I think the complete opposite of what like drama school was at the moment of it was we were going through showcase and we were going through one of our last days your show. So it was like high stress situation. Everyone was stressed out. No one could answer any questions you were having like constant pressure to this actual in person audition room that I felt like I just sailed through because everyone was really nice. And I just got to be human and have a chat and you're like, inclusion and things. We just got to have a chat. So I ended up being really pleasantly surprised with just how nice and calming and just a good experience the real world was after after get into the drama school. That's just like a little chamber of stress.

Conor O'Boyle  
Yep. Yeah. Is there anything in particular that shocked you when you entered the industry?

Interviewee 3  
Um, I think how much fun people just have on the job. I think I think that we kind of get trained that you have one impression that you have once one time to make an impression count. You have to be like, professional the entire time. You have to be ready to work at all times, like giving you have to make sure what your face is doing. And then I think the rehearsal process, I just realised that we get to have fun. We're all just big kids that like to pretend we're different people and sing and move our feet. So I think so much pressure got taken off the job that drama school had sort of like been adding under that pressure just got taken off like, and we all got to have fun, make a massive show and have it be good without without having that constant stress and feeling of like, I should do more, I should be doing more. It was it was a very, very, very stress free environment for for the rehearsals for [Show 1]. Just nice.

Conor O'Boyle  
Amazing. Yeah, that's fantastic. And is there anything having said you've done know that kind of this was professional show that you kind of wish you may known earlier or something that you wish you could have known before leaving university.

Interviewee 3  
Um, I think I'd love to go back and remind myself that I don't have to be a half I don't have to be able to do everything I got taught at drama school to like a perfect standard. I think that there's, there's a few that you always get those one or two people in a class that are just phenomenal and triple threats, and they become the favourite and you I found myself comparing myself to them and then being like, Oh, if they can't, if I can't do a triple pirouette today, that means I never ever get a job. Which is so stupid. Looking back at it, but it feels like if you fall out of a triple pirouette drama school, it feels like the end of the world and you're worthless, and you've let everyone down. I just wish I could go back and just tell myself to chill out. And that if a job is right, for me, it's right for me, I can always improve, but there are certain skills I'll never get. And that's okay. And I'm not meant to get those skills. And then it's, I should chill out. Pretty much.

Conor O'Boyle  
Very interesting. And how would you describe the general culture of drama school from your experience?

Interviewee 3  
Um, I think there's a, I think there's a level, there's always the level of like, competition, the competition is such a base level, it's sort of all gets drilled into us, you know, from the day you start, you're going to be competing for leading roles in a third year show that you want them to be able to show off to an agent. So I feel like that always has this weird under that's always sort of underlying, you always remember in the back of your mind that you're gonna be competing against these people, like at drama school, and then once when you're out in the industry. But again, I got really lucky in my class, I had a super, super nice class, we had loads of people come out as like quite a few people come out with like trans non binary during our during our time there. And a lot of people went through like a lot of personal things. And again, COVID kind of made us all go through that little bit, you phase go through that we're all competing against each other phase, and then we all sort of fit that fizzled out by at the start of second year. And we all went whoa, that was that took so much extra energy that we need to survive drama school. And we all sort of realised that the only way we're all gonna get through it is if we help each other out, rather than trying to one up each other all the time. So the culture kind of became a lot less competitive, and a lot more sort of comforting. And if you if you were having a bad day, I knew that there was someone I could turn to in my class, and they just be like, okay, cool. Let's chat about it. What do you need? And it became so much more like friendly, and like, genuinely friendly, not sort of like the Hi, we're pretty cool friends, it became genuinely like what do you need? And if someone if someone did need, like, go on, you don't skyve that class, just go and just go to ballet. Come on, you'll regret not going there was always that as well. So it kind of became everyone's best intentions. Were at heart. And I think a big part of that was because we didn't lose so much training to COVID. So all of us were kind of very aware that we were back in a rehearsal studio, not in our living rooms on a laptop.  So it became quite friendly quite quickly, to be fair, and like genuinely friendly. It was good.

Conor O'Boyle  
I love that. Wonderful. And how would you compare that to the culture of the industry? Um,

Interviewee 3  
I think I think the sort of the friendliness, the the want to help other people that's that stayed there. That was there for all of my [Show 1] rehearsal process and like the entire process for [Show 1] was the entire cast constantly had each other's backs. We felt there were times when I turned around to other trans people within the within the cast. And they had my back like completely from like giving me a jumper so I won't have to wear something skin tight, like literally constantly had my back. But then from discussions that I then had with the cast, they said that it was it was one of their first times they've ever had a cast that was so just like perfect for each other in the sense that it was it was just I don't want to say friendship at first sight. But it was just a very, very, very knit, like tight knit group of people immediately. And they said that they've never had that in a cast before. I was speaking about it, but we still have a group chat that's active. And someone put in the chat the other day that she's done so many professional shows. And she said that's the only group chat that she is still a part of, because of like the people. So it felt again, if you ever had a bad day, you could turn around to someone they would, your day would just be made. I remember. I got like bad news from uni one day. So I couldn't do the show that evening. And I had every single cast member messaged me and be like, Hey, are you okay? Can we do anything that you want in on just the constant? It was just constant support from every angle of like the cast mates, it was it was insane.

Conor O'Boyle  
Wonderful. I love that. And that's support, then you got a lot of the cast. Was that also from like, the directors, producers, company managers, how's that for the other professionals?

Interviewee 3  
the creative team, wonderful in this department. We had like, the biggest shout out was that our choreographer [name] had every single turn, she had the cast. Like she was just covering our backs. There were there were times when like the higher ups higher up so like the artistic directors of [the Theatre], had like ideas and stuff and our, the choreographer literally had our back at every turn, like we'd like no, they don't have time. And it was like silly things that, that she was she was there to try and make our lives easier. And she like fought our battles completely. And we'd have, like, so much respect for her. But then there were sort of our, the level above us brilliant, that creative team. But then once it got to the higher ups of the executive producers, the artistic directors, the executive directors of the park, once it got to all those, essentially, white men at the top. That's why we sort of started bumping into issues. We, we had a big discussion as a cast. And we we invited like, all of the creative team, and then the higher ups like the producers and stuff about the way the show was being taken in by the audiences. And the essentially, the hate and like the cyber bullying that is [a cast member] and someone else sort of faced nonstop online. And there was nothing that the institution then that being like [the theatre] did to protect them. They had the shortened version of this story is someone tweeted that they didn't like the show, because there were trans people in it. And they said that men should be men or whatever. So it was it was like transphobic and like fat phobic. And then instead of [the theatre], releasing a statement being like, hey, we've got our cast back, we've we've cast this cast for a reason for it to be diverse for it to show that we can do productions like this they instead sent an apology to the person who said that they didn't have a good time. I sent him two free tickets to [show 2], which was the next show and apologised again. So so they kind of went sorry that you didn't like this show full of black and trans people go go go [show 2] that was got a bunch of white people in it, you’re fine. So you kind of went Why are we fighting this battle for the people one step above us to go Oh, okay. And like, undo so much that we did. So it was always like our level and the one level above us wonderful and like absolute allies had our back the entire time. But then once it got to the people who were like having the money and the higher ups, they that's when we started going and we had this massive conversation with them. And we said that they can't act like that if you hire this cast, because then that looks like tokenism. They had this massive conversation about that, and they essentially shrugged it off. With, we're doing what we can, we're trying to keep it open, we're trying to, you know, keep the theatre running bla bla bla bla bla, to which we said, you can't hire a massive group of different people, diverse people that being like, from colours to gender identities and sexual orientations, and then not give us the appropriate help not protect us, and that it's just tick boxing at that point. So, if that makes any sense, so sorry I feel like I went on a massive ramble there.

Conor O'Boyle  
No, that's perfect. That's, that's always the wonderful stuff when people can speak freely. It's the gems and the gold come out. Thank you so much. Thank you so much for sharing, and I'm sorry, you have to go through experiences like that. And so, talk to me a little bit about kind of the stressors, then I suppose in a professional life, so you touched on a few of them there. But in general, what will be the big stressors in I suppose life as a working musical theatre professional.

Interviewee 3  
Um, I think during [Show 1] I, my my biggest shock to the system was just quite how exhausting it would be. I, my, my sort of big, like, where I struggled the most was during previews, because we started at 12. And then we wouldn't, and then we'd have rehearsals all day, and then the show in the evening. And then so we'd be done by 11. So it kinda was like 12 to 11 every day, for like, two weeks or something. And it was the show was constantly changing. So you would never be able to go on stage, if you're comfortable with the show. Because your entrance just changing, the exits just changed, and then your quick changes in a different area. So it was constantly having to be alert, awake at like 100% of your capacity. We had the we had the creatives watching the show every single night, noting us every single night. And it wasn't that we just had like one director what every so the director had two assistants, the choreographer had two assistants that everyone that you are getting notes from every single angle, if there was ever, like a pause, you're just constantly getting notes. So that was sort of my biggest, overwhelming moment. I remember I had a bit of a wobble to someone, I was just like, how can people do this professionally, oh, I just felt like nothing you would do and was good enough. But that's just because they just want to make the show as good as they can. So of course, they're not like, Oh, you signed that really beautifully. They'd be like, Okay, make sure you hit five, not four on that moment. So that mentally straining in the sense that you aren't getting a lot of the sort of the positive feedback from it, you will just get in not the negatives, but the critiques. Which is mentally draining because you you then you have to rely on yourself to be like, I'm doing a good job, I'm doing great, I'm fine. I know what I'm doing. That was draining in itself. But as soon as sort of previews finished, and press night happened, it became so much more fun. And we got to play around and we got to be silly. And that's the game. That's when we all kind of transported back to people that are just putting on costumes and singing and dancing. And we got to have fun on stage. So yeah.

Conor O'Boyle  
Great. A very important thing to have. Amazing. And so when those kinds of stressors, and that kind of overwhelmed, you described there kind of kicks in, do you have any tools or techniques or things you've used to try and help manage that?

Interviewee 3  
Um, I think my big thing is I just need just talk it out to someone, like preferably someone who's gone through it, so they can give advice. But if not, I think I have a tendency of I'll stay in my own head, and then I'll just make it so much worse than it ever has been. But the second I speak to someone about it and be like, Hey, this is stressing me out. You either get someone who's on the same page, you at least get to talk about it, calm yourself down, or you have someone who's been like, Oh, I've been through this before this and this and this helps get advice or even I think just knowing someone's listening to you in that situation was helpful as well. So for Yeah, for me, it was talking it out and as much sleep as I could get sort of just constantly napping around the foods at any given moment. Because then the second year tired you get cranky and emotional and that's sort of the last thing you need at that time.

Conor O'Boyle  
Yes, 100% and that kind of ability to like talk things through is that something that you've developed on [Show 1]? Was it something that you were taught in university was just kind of picked over over life?

Interviewee 3  
Um, I think that's something I just sort of like adapted within my third year, of when things were getting stressful. I think my friends for the first time sat me down and were like, right, what are you actually stressed about? Because I wouldn't be able to put it into words. And then then we'd sort of get into the habit of like speaking, speaking through things together. Because the second you've say out loud, either sounds really silly. Or then your both of you sit down and like, okay, like, you can form a plan, because it becomes real to say it rather than just in your head. But yeah, I'd say that was sort of my friends sort of introduced that. That I didn't realise it helped that much until I sort of found myself doing it unconsciously and being like, okay, so this is a good method for me.

Conor O'Boyle  
Great. And then now, since because you reasonably finished [Show 1], how have you found that time going on between jobs?

Interviewee 3  
That that's another thing I don't think anyone can prep you for. It's so weird. For you kind of go from something that you got so confident in one area, and then it just finished. And there wasn't anything else. And it felt it felt real. It felt like lonely in the sense, it felt. It felt like I was also like losing out on friends. Even though I can still message anyone from [Show 1], it would be completely fine. It felt like I'm not gonna see them every day. And it was it was weird in the sense that I got I got so happy and confident with myself with where I was at during [Show 1], that going back into an audition scenario kind of felt like square one again, which is really silly way to think about it. But like in that moment, that's all I knew. I was also still trying to do my dissertation at that point, as well. So it was just like, everything was going on. And I was moving and it was very stressful. Yeah, yeah, that was like a big shock. But then I think once I sort of like moved and settled down, and then I got the job at [a theatre], I've had a different outlook on sort of performing jobs. As I feel I have a lot less stress myself out a lot less about it, I might if the jobs right, the jobs, right. Whereas in that moment, as soon as [Show 1] ended, I was just like, I need to get a job, I need to get a job. And I got I got super close for a few things. And then that felt like even a harder blow rather than just getting a no straight out. So I think that the more time passed from [Show 1], the more content I just got with what I'm doing. I sort of trusted myself a bit more. And I saw I think I let logic back into my brain in a sense. Of course not a lot of people are casting at the moment. We've had COVID We've had investors pulling out a sort of, I think the emotion of it calmed down and then the logics sank in, the longer they're the transition period from jobs where if that makes?

Conor O'Boyle  
Yeah, no, perfect, amazing. I use them all. And then finally, last thing I want to ask you is are there any questions that you're expecting me to ask but I haven't?

Interviewee 3  
I don't think so. I think I don't think so. No. Good question 

Conor O'Boyle  
No worries. I was asked to do another interview and I went I really liked that I’m robbing that one. Yeah, amazing. Thank you so much. This is perfect. Exactly what I'm looking for. I really really appreciate your time. It is so so helpful. No, well look thank you so much. Was pretty stopped the recording there before. Yeah.
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