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Útdráttur 

Markmið þessarar rannsóknar er að skilja betur upplýsingaþarfir leikara- og 

leikstjóranema í verklegu námi fyrir betri bókasafnsþjónustu. Auk þess vil ég varpa ljósi á 

reynslu þessa hóps sem annars hefur ekki fengið mikla athygli innan upplýsingafræði. 

Það athæfi sem í leikhúsheiminum er kallað „rannsóknarvinna“ er haft í brennidepli. 

Rannsóknin er eigindleg og byggð á viðtölum við sjö nemendur og einn kennara í 

leiklistarskólanum London Academy of Music and Dramatic Art ásamt vettvangsathugun 

sem framkvæmd var á æfingu við sömu stofnun.  

Helstu niðurstöður eru að í huga nemenda felur rannsóknarvinna í sér öflun 

upplýsinga til að fylla í gloppur í þekkingu þeirra á persónunum og heimunum sem þeir 

eru að skapa.  Og þannig að sýna áhorfendum þeirra huglæga sannleika. Ferlið er aldrei 

það sama á milli verkefna og einstaklinga en getur falið í sér að afla upplýsinga um 

félagsleg, pólitísk, menningartengd, tilfinningaleg og/eða áþreifanleg einkenni þeirra 

persóna og heima sem þeir vinna með og heimildirnar þeirra eru líka breytilegar. 

Rannsóknarvinnan fólst í að lesa bækur, fræðigreinar eða spjallvefi, horfa á heimilda- og 

leiknar myndir, hlusta á tónlist, skoða myndir, nota eigin reynslu eða upplýsingar sem 

þeir hafa áður sankað að sér, taka viðtöl eða stunda skynjunarrannsóknir. 

Upplýsingaöflunin gat verið virk eða ómarkviss og samvinna var mikilvægur þáttur. 

Helstu hindranir nemenda við rannsóknarvinnu voru skortur á tíma og peningum auk 

sértækra námserfiðleika. Bókasafn í leiklistarskóla gæti stutt nemendur með því að búa 

yfir góðu safni leikrita og almennra heimilda svo sem sagnfræði og sálfræði, hljóðlátu 

vinnurými og markvissri bókasafnskennslu. Leiklistarskólinn almennt gæti gert meira til 

að mæta upplýsingaþörfum nemenda og sjá fyrir svæði á netinu sem nemendurnir eru 

þegar að nota og auðvelda samvinnu í upplýsingamiðlun þeirra. 
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Abstract 

The aim of this study is to better understand vocational acting and directing students’ 

information needs in order to improve the library services they receive, and shed light 

on the experience of an otherwise overlooked group within Information Science. The 

focus is on what in the theatre world is called ‘research’. The study is qualitative and 

based on interviews with seven students and one tutor at the London Academy of 

Music and Dramatic Art as well as an observation of a rehearsal in the same institution. 

The main results are that research for the students entails whatever information 

gathering they need to engage in in order to bridge the gaps in their knowledge of the 

characters they are playing and the worlds they are creating in order to portray a 

subjective truth to the audience. The process is different every time but can involve 

finding information about the social, political, cultural, emotional and/or physical 

aspects of their characters and worlds and the information sources they use for their 

research can also vary greatly. Their research might involve reading books, journal 

articles or online forums, watching documentaries and films, listening to music, looking 

at images, using their own experiences or information previously gathered, interviewing 

people or doing sensory research. Their information gathering could be active or non-

directed and collaboration was an important aspect.  

Lack of time and money were the most featured barriers to their research as well as 

Specific Learning Differences. A drama school library could support students by 

providing a good collection of plays and general reference materials, a quiet space to 

work in and targeted library instruction. The drama school institution more generally 

could do more to meet the students’ information needs and create a platform for 

collaborative information sharing online where the students already are.  
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Foreword 

This study is a 30 credit dissertation towards a MIS in Information Science. 

My relationship with the London Academy of Music and Dramatic Art started in 2005 

when I began studying acting on the BA (Hons) Professional Acting course. After 

graduating as an actor in 2008 I came back often to work part-time in various 

departments as acting work was sporadic and often badly paid. LAMDA was always 

welcoming and a safe haven for me and other graduates who needed a bit of extra cash. 

When I decided in 2013 to park my acting career and get a ‘real job’ I found out that a 

position was going in the Admissions department at LAMDA and I knew it would again 

be a safe haven in a turbulent time. I got the job and enjoyed it very much, in particular 

I enjoyed the small part of my job that involved keeping an eye on the library. I had 

never really used the library whilst a student there, hadn’t even known there was one 

to be honest. Me who had always loved libraries and studied literature before coming 

to drama school! It became a little passion project of mine to get the library better 

organised and try and improve access and raise awareness about the resources. As the 

prospect of a dedicated library space in a new extension to the  building drew nearer (It 

was due to open in 2016), I became more aware of the mountain of work that needed 

to be done if it was to be successful and how little I knew about how to go about it. 

Around the same time plans were afoot for LAMDA to apply for its own Degree 

Awarding Powers which would mean becoming a Higher Education Institution and being 

held to different academic standards than it perhaps had been in the past. A proper 

library and offering of learning resources would be an important element in the coming 

years. LAMDA offered to sponsor me to do a Masters Degree in Information Science to 

help along the way and in 2015 I started my part-time long-distance studies at the 

University of Iceland. Early on I became interested in looking at how acting and directing 

students do research and what their actual information behaviour entailed, -what their 

needs were. In my own experience and observing the students I saw that their needs 

and behaviour differ so wildly from the typical academic university student. How could a 

drama school library best serve this population? And so the idea for the present study 

was born. 
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1 Introduction 

There are 21 institutions in the UK‘s Federation of Drama Schools which offer 

“conservatoire style vocational training for those who want to be professional 

performers, theatre makers and technical theatre professionals” (Federation of Drama 

Schools, n.d.). In these institutions and similar ones around the world thousands of 

people study acting and directing every year, and yet there is scarce published research 

on this group‘s information needs and behaviour. In my experience both as an actor and 

librarian at a vocational drama school, theatre artists have extremely varied information 

needs depending on the projects they are involved in and their individual style of 

working and they also have innovative and interesting ideas of how to gather and share 

information. The aim of my research is to study the information behaviour and lived 

experience of information-gathering amongst acting and directing students at one of 

the UK’s top vocational drama schools, the London Academy of Music and Dramatic Art 

(LAMDA), for the purpose of better understanding this group of students’ needs and 

how to improve the library services they receive. The study is qualitative and based on 

seven interviews with students and a staff member as well as an observation of a 

rehearsal. The research questions were: 1. What do vocational acting and directing 

students consider ‘research’ to be? 2. How do acting and directing students do 

research? 3. How can a drama school library support students in their information-

gathering? Looking at this group‘s attitudes and approach to ‘research’ -as information 

gathering and preparation is often referred to in the theatre world- could be of interest 

to anyone working with acting and directing students, whether it be in a library or more 

generally in providing learning resources. The research will also fill a gap in the research 

literature as little or no attention has been given to the information needs of vocational 

students of acting and directing. 

LAMDA was founded in 1861 as the London Academy of Music but started offering 

speech examinations in the 1880s and acting training in the early 20th century. It is 
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considered the oldest drama school in the world. In 1935 the name changed to the 

London Academy of Music and Dramatic Art and by 1945 it had stopped offering music 

training (London Academy of Music and Dramatic Art, 2019). Today LAMDA offers 

vocational training for actors, technicians and directors to a small cohort of students. 

Getting a place on LAMDA’s full-time courses is extremely competitive and the training 

is vigorous, class contact time regularly being 35 hours per week as well as rehearsals 

and extra work being required outside of class hours, during weekends and evenings. 

Students on the 3 year BA (Hons) and 2 year Foundation Degree (now MFA) Professional 

Acting degrees train in various disciplines that come under the general headings of 

Voice, Movement, Acting and Music which includes classes such as Alexander 

Technique, Accents, Singing, Flamenco, Pure Voice, Pure Movement, Physical Theatre, 

Improvisation, Modern Scenes, Shakespeare workshop, Restoration workshop, Screen 

Acting and many more (LAMDA, BA (hons Professiona Acting and MFA Professional 

Acting, n.d.). Their classes and workshops are all in-house and private for the first part 

of their training but in the last 2-3 terms of their course they are performing plays and 

screening short films in public, acting as a company of actors and working with several 

directors, some that are teachers at LAMDA and some external professional directors 

(LAMDA, BA (hons Professional Acting and MFA Professional Acting, n.d.). Many of the 

part and full-time teachers at LAMDA also work professionally in the theatre and film 

industry. The MA Directing course admits up to 6 students each year and lasts one full 

year. They spend their first term at LAMDA participating in most of the classes the 

acting students do and for the rest of the year they assist on productions at LAMDA and 

work on their own devised piece of theatre, a collaboration with a stage designer and 

preparing their final project which is a public production of a play with no more than 

four actors (LAMDA, MA Directing, n.d.). 

This sort of vocational training differs greatly from an academic degree course in 

drama where class contact hours would generally be far fewer and a greater focus put 

on academic output. In academia there is normally an expectation to show 

understanding and progress in the form of written work such as essays and exams, 

whereas in a vocational drama school such as LAMDA, progress is assessed on 

performances and workshops and occasionally in reflective journal writing. This does 

not mean that vocational acting and directing students do not need to do any research 
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or information gathering for their studies, but the context for their research may be 

different and this may affect how they go about gathering information and how they 

use it in their studies. 

The LAMDA Library opened in March 2017 in LAMDA’s new extension on Talgarth 

Road in Hammersmith and provided unprecedented access for staff and students to 

LAMDA’s learning resources as well as a dedicated staff member. Since moving into the 

original premises at Talgarth Road in 2001 LAMDA’s stock of plays and books had been 

scattered in a few different places around the building, mainly inaccessible to students 

apart from during their scheduled lunch hour and breaks. Prior to moving to Talgarth 

Road LAMDA had been based in Earl’s Court and had for a period of time until the early 

1980´s had a part-time librarian who had maintained the catalogue and managed the 

library (R. Cottier, personal communication, April 2 2019). After the move in 2001 there 

was no accurate catalogue of the stock and what there was was inaccessible to all but a 

few members of staff. There was no one staff member solely responsible for the library 

so purchasing stock, dealing with donations and maintaining the collection was ad hoc 

and done by a few different staff members. As the locations of the books were for the 

most part unsecure, depreciation was significant and books would have to be purchased 

again and again as they routinely went missing. Digital resources were managed 

centrally by the Conservatoire for Dance and Drama of which LAMDA is a part until 31 

July 2019. A re-development of the Talgarth Road site had been planned for over a 

decade and a space had been allocated for a small library which would be accessible to 

students all day. In 2016 a decision was made to create a new job role which would 

oversee the cataloguing of LAMDA’s library stock as well as the move into the new 

space and the running of the library. The role would also involve assisting the Registrar 

with student support and the Head of Academic Services with the development of 

various student services. The title of this role is now Librarian. The Library consists of a 

48m2 space with bookshelves, 4 computers, a printer/photocopier, a round table with 

four chairs, three window seats and a Librarian’s desk. There is a storage space for 

duplicate copies elsewhere in the building and some of the Technical Theatre 

departments have got their own collections of books that are also in the main 

catalogue.  
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Figure 1: The LAMDA Library. (Smith, 2017) 

 

Figure 2: The LAMDA Library (own photo) 

 

The catalogue has at present just shy of 13.000 items, around 9.000 of which are play 

texts. The Librarian now deals with all ordering, cataloguing and maintaining of library 

stock and materials, updating reading lists, ordering play scripts for workshops and 
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productions, arranging assessments and support for students with Specific Learning 

Differences, minuting several meetings and managing the school’s digital repository, 

Planet LAMDA. From 1 August 2019 the Librarian will also be in charge of managing the 

school’s digital resources as LAMDA ends it’s affiliation with the Conservatoire for 

Dance and Drama and becomes a Higher Education Institution in its own right and 

therefore responsible for all its own learning resources. 

In the following chapters there will be a discussion of the theoretical background for 

this study, a description of the methodology, the results of the study, a discussion of the 

results and finally any conclusions drawn.   
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2 Theoretical background 

Human information behaviour has in the late 20th and early 21st century become a 

much studied subject within Information Science (Chowdury and Chowdhury, 2011, p. 

56) but the subject of how humans gather, interact (or don’t interact) with and use 

information has been of interest in many other disciplines. In this chapter I will look at 

some pertinent definitions of information behaviour from the field of Information 

Science and relevant studies on the information behaviour of theatre practitioners and 

students, as well as looking at what theatre practitioners themselves have to say on the 

subject of ‘research’, or information gathering in the context of the theatre.  

2.1 The practitioners’ perspective - what is ‘research’ in the theatre? 

In this section I will examine how some prominent 20th century theatre practitioners 

view research in the context of theatre. These are Konstantin Stanislavski (1863-1938), 

Stella Adler(1901-1992) and Uta Hagen(1919-2004).  

2.1.1 Mind, emotions and body - Stanislavski 

The man who is widely considered the father of modern western acting training, actor 

and director Konstantin Stanislavski, was a great proponent of the connection between 

the mind, emotions and the body, and the importance of all these elements for the 

actor in pursuit of psychological realism on stage (Hodge, 2000, p. 4 and 8).  

Stanislavski experimented with and wrote about several different techniques to aid 

the actor in displaying human truth on stage, moving from an emphasis on textual 

analysis and affective memory (i.e. drawing from your own emotions) towards an 

emphasis on emotion or truth being a by-product of physical actions (Merlin, 2001, p. 9-

21). But throughout his writings you can find Stanislavski’s message to actors of drawing 

on information from various sources, -of doing research in a multitude of forms. In his 

second book Building a Character, published posthumously in Russian in 1948, he says 
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in relation to finding different physical manifestations of character that every actor 

develops this from either themselves or others, from reality or imagination, from 

observations:  “He draws it from his own experience of life or that of his friends, from 

pictures, engravings, drawings, books, stories, novels, or from some simple incident - it 

makes no difference” (Stanislavski, 2008a, p. 9-10). And in Creating a Role, published in 

Russian in 1957, he speaks in great detail of the preparatory work on a role, which he 

divides into three periods: “studying it; establishing the life of the role; putting it in 

physical form” (Stanislavski, 2008b, p. 3). He says however that the word ‘analysis’ 

normally indicates “an intellectual process” that is common in philosophical and other 

types of research but that in art employing the same type of analysis “if undertaken by 

itself and for its own sake, is harmful because its mathematical, dry qualities tend to 

chill an impulse of artistic élan and creative enthusiasm” (2008b, p. 8). He says that 

there is a difference in the results of the kind of research artists engage in as opposed to 

scholars. The result of scholarly analysis being thought whilst that of artistic analysis 

being feeling (2008b, p. 8).  He also speaks of the creative purposes of analysis and of 

continuously searching for creative stimuli (2008b, p. 9). He speaks of the different 

planes of plays and its roles; the external plane, plane of social situation, literary plane, 

aesthetic plane, psychological plane, physical plane and plane of personal creative 

feelings (2008b, p. 11),  all of which must be examined. According to Stanislavski, these 

planes form the basis of the information gathering or research both actors and directors 

must engage in when preparing for a production and performance, and the research 

involves the three faculties mentioned above; mind, emotions and especially for the 

actor, the body.  

2.1.2 Given circumstances - Stella Adler 

Stella Adler was one of the founding members of the Group Theatre in New York and 

along with Lee Strasberg and Sanford Meisner set the standard for what has become 

known as Method acting. The Method developed in the United States from 

Stanislavski’s System and codifies acting exercises and rehearsal techniques that are 

aimed to help actors “achieve greater persuasiveness, feeling and depth” (Krasner, 

2000, p. 129). There are several schools of thought when it comes to Method acting but 

some common principles include the actor justifying every word and action by 
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examining their motivation, finding their objectives in a scene and in the play overall 

and having obstacles to achieving their objectives. Characters’ subtext is important and 

specific to the given circumstances of the play. Generalisations are rejected and the 

actors use their imagination and creativity to act as if they were living the actions of the 

play. Truthful feelings and behaviour are an essential component and the actors draw 

from themselves to create roles (Krasner, 2000, p. 131-132).  

Stella Adler became one of America’s foremost acting tutors in the 20th century and 

in particular developed the Method’s aspects of given circumstances, imagination and 

physical actions (Krasner, 2000, p. 139). For Adler it was vital for the actor to 

understand the given circumstances of the character within the play being worked on, -

the cultural, political and social context among other things. It was then up to the actor 

to find where the difference between himself and the character lay and his imagination 

and craft to move closer to the character. In order to do this and understand the 

character the actor should do research; read books, go to museums, look at paintings, 

listen to music and become what Paul Mann called an ‘actor-anthropologist’ (Adler in 

Krasner, 2000, p. 140).  

2.1.3 Substitution - Uta Hagen 

Uta Hagen was another influential actress and acting tutor in the United States. Like 

Stanislavski Hagen emphasised finding sources that evoke feeling as opposed to being 

analytical or intellectual. She also emphasised that the actor herself was a main source 

for finding  what was necessary for the character as most people have experienced a 

wealth of emotions in their life. Therefore self-knowledge and curiosity were crucial for 

an actor (Hagen, 2008, p. 29). Hagen recommends visiting places that spark the 

imagination and encourages actors to identify with the people they read about, see in 

paintings or in the street, -what she calls substitution. Anything can serve to help an 

actor substitute the physical environment, emotions or actions the character inhabits 

for something that has meaning and impact for the actor. The sources of substitution 

can come from the actor’s personal life, imagination and/or external stimuli. The body is 

for Hagen an essential element and sense memory an important technique the actor 

can employ as “the body has an innate sense of truth” (Hagen, 2008, p.52).  As with 

Stanislavski Hagen starts with reading the play multiple times, analysing it and 



20 

examining it with what she calls a mixture of objective and subjective research. The split 

should be ten percent objective to 90 percent subjective. “Whatever intellectual work 

takes place at any stage of the game should serve to stimulate the creative imagination 

but not make for an essay or master’s thesis on the play or the character.” (Hagen, 

2008, p. 150). She calls asking and answering questions about the play and character 

essential homework.     

2.2 Information Science - Some definitions 

In this section I will look at how three different scholars within the field of Information 

Science approach the concept of information behaviour. They are Thomas D. Wilson, 

Brenda Dervin and Pamela McKenzie. 

2.2.1 Information behaviour - Tom D. Wilson 

In his article on human information behaviour Thomas D. Wilson differentiates between 

information behaviour, information seeking behaviour, information searching behaviour 

and information use behaviour. The first he defines as “the totality of human behaviour 

in relation to sources and channels of information” (Wilson, 2000, p. 49) which includes 

both active and passive information seeking, whereas information seeking behaviour is 

deliberately seeking for information to satisfy a need and information searching 

behaviour refers even more specifically to the behaviours exhibited when interacting 

with information systems. Information use behaviour finally includes the physical and 

mental acts involved in assimilating new information into one’s knowledge base 

(Wilson, 2000, p. 50).  It seems fitting in the context of studying the varied ways in 

which acting and directing students engage in research and preparation to examine 

their behaviour in the wider context of information behaviour rather than the narrower 

definitions mentioned above.  

Wilson traces the history of the concept of information behaviour and the interest in 

how people use information back to 1948 but points out that most studies into the 

subject up until the 1970s or even 1980s deal with the use of information systems 

rather than focusing on the information user (Wilson, 2000, p. 50-51). This shift in focus 

from systems to people also entailed a shift in the field from quantitative research 

methods to qualitative ones and a greater focus on the context in which information 

seeking takes place. Other disciplines such as psychology, marketing and health care 
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have also become concerned with people’s information needs and behaviours (Wilson, 

2000, p. 52-53). Wilson’s 1996 model of information behaviour which is based on his 

qualitative research takes into account the “complexity of the context of information 

seeking” (Wilson, 1997, p. 551), including the various psychological, social, 

organizational, interpersonal and other factors that can influence an individual’s 

information behaviour. Wilson also details the various barriers that may exist to an 

individual’s information seeking, for example educational level, economic situation, 

interpersonal barriers, time, culture, credibility of information sources and more. 

Wilson’s model is first and foremost based on the idea of a specific perceived need for 

information and actively searching for information to satisfy the need, but he 

acknowledges that other types of information seeking behaviours can be involved, -

these being ‘passive attention’ when information is acquired unintentionally for 

example when reading a magazine, ‘passive search’ when an individual is searching for 

one type of information and finds something else that might be relevant to them, and 

‘ongoing search’ when some knowledge has already been acquired but information 

searches still take place now and again in order to add to one’s knowledge base (Wilson, 

1997, p. 562). 

2.2.2 Bridging the gap - Brenda Dervin 

Brenda Dervin has done much to move the study of information behaviour even further 

away from a systems-based approach and towards a more humanistic one.  The Sense-

Making approach to research, pioneered by Dervin, is based on several assumptions 

about information and humans’ relationship to the world. One is that “reality is neither 

complete nor constant but rather filled with fundamental and pervasive discontinuities 

or gaps.” (Dervin, 1983, p. 4). People continuously seek to bridge those gaps by a variety 

of means, depending among other things on the gap in question and the time and space 

they are operating in. Information is also not seen as a constant or “a thing that exists 

independent of and external to human beings but rather is a product of human 

observing.“ (Dervin, 1983, p. 5). So humans “construct” meaning or sense from 

information seeking and use, “information” does not exist in a vacuum and is “simply 

the sense made by individuals at specific moments in time-space” (Dervin, 1983, p. 5). 

These assumptions encourage the researcher to focus on the human actor engaging in 
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the information behaviour rather than on the system providing the information. After 

all it is the human that is constructing meaning and either making use of it or not, not 

the system. The Sense-Making approach also allows a greater scope for taking into 

account a multitude of variables when it comes to looking at people’s information 

needs and behaviour, including the effect of emotions for example. The model that 

underpins Sense-Making studies is a triangle, each corner represented by the following; 

Situations - Gaps - Uses.  

Figure 3: The sense-making triangle (Dervin, 1992, p. 69) 

 

Looking at “situations” allows the researcher to examine the time-space contexts in 

which the sense-making is taking place, examining the “gaps” that need to be bridged or 

questions that people need to answer also opens up the scope of research as does 

looking at the uses, “translated in most studies as information helps and hurts.” (Dervin, 

1983, p. 9).  

Importantly, Sense-Making looks at the process of making sense of information; both 

the internal and external behaviours involved, rather than assuming that an information 

need is a constant state with only one ‘correct’ solution. Even though each individual’s 

information behaviour may be different, there is the potential for some order to be 

found in the gap-defining and gap-bridging of individuals (Dervin, 1992, p. 65-66). 
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2.2.3 Non-directed monitoring - Pamela McKenzie 

Pamela McKenzie’s 2003 model of information practices in accounts of everyday-life 

information seeking has greatly helped with broadening the remit of information 

behaviour studies to include various forms of non-active information seeking 

(McKenzie, 2003, p. 21). The model is based on her study of pregnant women which 

involved the application of discourse analysis in social psychology (DASP) to the 

participants’ accounts of information gathering (McKenzie, 2003, p. 20). The concept of 

gathering as opposed to seeking (hunting) information indicates a more soft or open 

focus. The participants saw information gathering as an important part of preparing for 

motherhood and McKenzie’s study examines the various what she calls information 

practices they described (McKenzie, 2003, p. 21), resulting in a process model that takes 

into account the  “non-directed monitoring” (McKenzie, 2003, p. 26) practised by 

individuals in relation to their information needs. This includes serendipitous 

encountering of relevant information as opposed to actively seeking for specific 

answers to specific questions. McKenzie’s model describes four modes of information 

seeking which are; active seeking, active scanning (which includes “systematic 

observation of physical characteristics or behaviour” (McKenzie, 2003, p. 26), non-

directed monitoring and by proxy, which refers to an individual being given information 

because they had been identified as an information seeker, sometimes by a gatekeeper 

or an acquaintance.  
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Figure 4: McKenzie's model of information practices in everyday life information seeking 
(McKenzie, 2003, p. 26) 

McKenzie calls her process model two-dimensional as it describes the two phases of 

information practices as well as the modes; making connections and interacting with 

sources (McKenzie, 2003, p.28). As can be seen in the model, it takes into account the 

individual in-context as well. McKenzie points out the importance of the idea of fluidity 

in the model as her participants often describe a mixture of and movement in between 

modes of information practice, for example starting with non-directing monitoring, 

noticing a potential source of information, moving on to active scanning, finding a 

specific source and then actively seeking an answer to a specific question (McKenzie, 

2003, p. 36),     

2.3 Other research on acting and directing students 

As I mentioned above there has been very little research done on the information 

behaviour of the specific group of acting and directing students. There are a few studies 

available on the information needs of visual artists and students but only a handful on 

theatre practitioners and students. Below is a summary of three of the most pertinent 

ones.  
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2.3.1 Information behaviour of performing arts students  

Jennifer Meyer published a case study in 2015 based on focus group interviews with 

performing arts students at the University of Wyoming, including among others dance 

and theatre majors, but the theatre course the students are on seems to be quite 

academic in nature and therefore the context is not quite the same as for the vocational 

courses on offer in a conservatoire-style setting such as in UK drama schools. The 

theatre majors in question are studying a mixture of acting, stage design, costume 

design and other theatre disciplines so their information needs would presumably differ 

from students solely studying acting or directing. The research questions Meyer poses 

are similar to those I pose: “What are the information-seeking behaviors and research 

needs of upper-division performing arts students? How can instruction, learning, and 

research services to these students evolve and improve?” (Meyer, 2015, p. 410). The 

dance majors’ definition of research is of particular interest which is that research can 

be a physical experience of working with the body in a space as well as the more 

traditional type of research such as reading journals and books (Meyer, 2015, p. 416). 

The students in the survey point out that library instruction conducted early on in their 

studies is often forgotten and that such instruction is most effective when there is a 

specific demand and it is targeted (Meyer, 2015, p. 418). The theatre students describe 

having to do considerable interdisciplinary research in their studies and using multiple 

sources, especially visual ones, although the Wyoming students clearly have a lot of 

written assignments to deliver and are studying a broad range of theatre-related 

disciplines. These students talked about lack of time for research and the usefulness of 

compact or summarised information (Meyer, 2015, p. 420),  

2.3.2 Research as part of the creative process 

Practicing theatre artists might prove a better comparison for vocational theatre 

students and Ann Medaille has done an interesting and detailed study on this group, 

published in 2010, where she looked amongst other things at the creative process and 

information needs involved in it. The study consisted of both an online questionnaire 

and telephone interviews with a variety of theatre artists in the United States, including 

actors, a director, a voice and dialect coach, costume designer and a playwright and as 

Medaille herself says “different types of theatre professionals have different 
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information needs.” (Medaille, 2010, p. 332). Her study does however reveal that 

theatre artists generally consider the research process an integral part of the creative 

process even if they can find it challenging. Importantly, the artists involved found the 

sharing of information an essential part of the process as well. Indeed ‘collaboration’, as 

well as ‘text’ and ‘audience’ were the elements that repeatedly came up in the 

interviews as motivating factors for the theatre artists (Medaille, 2010, p. 334). The 

participants in the study expressed their frustration with lack of time for conducting 

research as well as finding it difficult to know when to stop gathering information and 

letting it go in order for a more creative or subconscious process to take over (Medaille, 

2010, p. 335-336),  

Medaille discusses in some detail the varied purposes of theatre artists’ research she 

discovered in her study, including “understanding a work’s historical, cultural, and 

critical background.” (Medaille, 2010, p. 336). Some of the other purposes such as 

finding inspiration, keeping up with current practices and finding out about jobs are 

perhaps more prevalent amongst practicing theatre artists than students as the latter 

group are in an environment in which their projects are somewhat prescribed, they are 

constantly discussing process and practices and are not generally  allowed to take work 

outside of school. The theatre artists’ sources of information are traditional print, 

images, music, multimedia and speaking to other people (Medaille, 2010, p. 337) and 

many of the participants describe the information-seeking as an ongoing process which 

involves constantly scanning the environment (Medaille, 2010, p. 339). According to 

Medaille theatre artists draw on both internal and external sources to fuel their 

creativity, -finding inspiration in their own experiences and memories as well as in 

sources such as music, images and in reading texts and speaking to others (Medaille, 

2010, p. 344). 

2.3.3 Emotion and research, embodiment of knowledge 

Michael R. Olsson published in 2010 a study examining how theatre professionals make 

sense of the works of Shakespeare. Olsson, as Thomas Wilson and Brenda Dervin before 

him, describes the apparent move of information science from system-centred studies 

towards user-centred ones, but he questions if the continued focus on information 

needs and active searching really constitutes a genuine move from the systems towards 
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a holistic view as the “field’s focus on the purposive information seeking of individuals 

has led to an essentially atomistic approach to constructing information behaviour.” 

(Olsson, 2010, p. 243). Olsson says his own research has found people describing a more 

ongoing nature of sense-making. Where each step on their journey has an affect on 

“their subsequent understanding and behaviour. They emphasised the importance of 

long term relationships - with people and with texts . . . ” (Olsson, 2010, p. 244).  

The theatre professionals he interviews in his study echo that sentiment (p. 247) and 

also Stanislavski’s words of the importance of feeling when it comes to research. In 

Olsson’s study and:  

in contrast to prevailing approaches, which either ignore affect or construct it as a 

barrier to effective information seeking . . . participants tended to describe 

emotion as a positive part of their sense-making . . . Thus, amongst theatre 

professionals, ‘emotional truth’ is both the subject and the generator of discourse, 

a socially-validated practice and an acknowledged source of authority. (Olsson, 

2010, p. 249) 

Olsson finally touches on the importance for theatre professionals to “embody their 

knowledge” (Olsson, 2010, p. 250) and goes on to postulate that the concept of 

embodiment may be useful to information researchers in general, although the concept 

may be quite literal in the case of theatre professionals: ”the time may be ripe for 

information researchers to look beyond a Cartesian model of knowledge-as-cognition: 

to consider […] that knowing can be a matter for bodies, as well as for minds” (Olsson, 

2010, p. 251).  
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3 Methodology 

This chapter will deal with the aim and purpose of the study, the methodology applied 

to data gathering and analysis as well as the research questions posed.  

3.1 Aim and purpose, research questions 

This study looked at how acting and directing students at a vocational drama school in 

London, England, approach the ‘research’ process, or information gathering involved in 

their studies. The aim of the study is to better understand this groups’ information 

needs in order to improve the library services they receive, and in light of the dearth of 

research in the area, to shed some light on the experience of an otherwise overlooked 

group. 

The research questions evolved throughout the project so as to better reflect the 

results which were appearing in the interviews. In the end I landed on the following 

questions:  

1. What do vocational acting and directing students consider ‘research’ to be? 

2. How do acting and directing students do research? 

3.  How can a drama school library support students in their information-

gathering? 

3.2 Qualitative research 

Qualitative research is particularly suited to looking at meaning as opposed to testing a 

theory or comparing different groups or factors. As Clarke and Braun (2013, p. 35) point 

out, understanding is the key driver for qualitative research, not (dis)proving a 

hypothesis. According to John W. Creswell it encompasses a variety of research 

approaches, such as narrative studies, phenomenological research, grounded theory 

research, ethnographic research and case study research and employs a multitude of 
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data gathering methods, such as in-depth interviews, focus-groups, observations and 

textual analysis (Creswell, 2006). Qualitative researchers are aware that their data 

analysis is subjective and dependent on context, “[b]ut any good analysis needs to be 

plausible, coherent and grounded in the data.” (Clarke & Braun, 2013, p. 20-21), The 

current study is phenomenological in nature as it “describes the meaning for several 

individuals of their lived experiences of a concept or a phenomenon” (Creswell, 2006, p. 

57), that is, the LAMDA acting and directing students’ experience of ‘research’ but it 

also has elements of grounded theory as it aims to develop some suggestions of how a 

drama school library may serve this group better based on their experiences.  

As the purpose of the study is to understand the students’ needs in order to be able 

to serve them better, the study employs an interpretive approach to qualitative 

research which according to Hennink, Hutter and Bailey “allows you to identify issues 

from the perspective of your study participants, and understand the meanings and 

interpretations that they give to behaviour, events or objects.” (2011, p. 9). 

The research consists of eight semi-structured in-depth interviews with acting and 

directing students and an acting tutor at LAMDA which all lasted around an hour as well 

as a three-hour observation of a rehearsal. It was the first day of rehearsals for the 

second year BA (Hons) Professional Acting student‘s workshop performance of 

Chekhov‘s Three Sisters.  

3.3 Recruitment of participants 

The principal of LAMDA was initially contacted and permission to approach students 

and staff and conduct interviews and observe a rehearsal was granted. The participants 

were a convenience sample as they were all students or teachers at the institution 

where I work but the recruitment of interview participants was as purposive as could be 

as it was important to speak to students and staff who have some experience of 

‘research’ in the context of the theatre world. I also wished to employ some 

stratification and speak to as diverse a pool of people as possible in terms of gender, 

age, ethnicity and cultural backgrounds and selected participants purposively to achieve 

that aim wherever possible. Students in their final year of the BA(Hons) Professional 

Acting and FdA Professional Acting and the MA Directing students were all emailed in 

the fall of 2017 and 2018 and asked to participate in the research. In the earlier round 
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of interviews several students offered to participate but all were female so a male 

student was approached directly. I endeavoured to choose interviewees I didn’t know 

very well personally so as to minimise any influence my status as an employee of the 

school or personal relationship with them may have had on the data. In the second 

round of interviews only two acting students volunteered to take part in the research so 

I accepted those participants in spite of being somewhat familiar with them as they 

were fairly frequent visitors in the library. The staff member offered to be interviewed 

after hearing about the research I was conducting and as I didn’t know them very well I 

felt it would be a good choice. I approached the Head of Acting regarding conducting an 

observation at one of her rehearsals as I was aware that her methods are heavily rooted  

in research, and arranged for the observation to take place during the first day of 

rehearsals for a Chekhov play which tends to call for some research of the time and 

place for example, so the selection was purposive. As Creswell (2006, p. 61) points out, 

it is important when studying a particular phenomenon, such as research, to select 

participants who have experienced the phenomenon in question.       

3.4 Data gathering and analysis 

Three interviews and an observation were carried out on LAMDA’s campus in 

Hammersmith, London in the fall of 2017 and five further interviews in the fall of 2018 

at the same location. The interviews were semi-structured and the interview framework 

used changed over the course of the study so as to better capture the themes that were 

appearing when analysing the initial interviews. An attempt was made to keep the 

interviews relaxed and conversational so the wording of the questions varied. As Kvale 

and Brinkmann (2008, p. 124) point out, there needs to be an openness to interviews so 

that it is possible to follow up on topics that arise and in order for the interviewer to 

truly learn from the participants. Although the form of the questions varied and follow-

up questions were asked where appropriate, the following topics were covered in each 

interview: 

• Current situation and background 

a. Journey to acting/directing 



31 

b. prior education 

c. prior experience of acting/directing 

• Definitions 

a. What does ‘research’, ‘preparation’, ‘process’ mean to you? 

• Information behaviour 

a. Describe a recent project  

b. What research/preparation was involved? 

• Information needs 

a. Experience of training/teaching 

b. What’s been useful 

c. What’s been a struggle 

d. Information needs other than “school work”? 

• The library 

a. What has the library been useful for? 

b. What could be better? 

c. Education in seeking information – information literacy 

The interviews were transcribed and fieldnotes from the observation written up. I 

used grounded theory coding to analyse the data from the transcripts to find the 

emerging themes (Charmaz, 2008, p. 42-43) and employed what Esterberg (2001, p. 

158-159) calls ‘open coding’ for the initial interviews, coding line by line and then 

developed a list of codes and themes which I used for more focused coding for the later 

interviews. Throughout transcribing the interviews and writing up the fieldnotes I wrote 

observer’s comments and analytic memos so as to continually analyse the data, 
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compare one set of data to another and develop ideas (Charmaz, 2008, p. 72-73), 

Analysing the interviews continuously and identifying emerging themes also allowed me 

to adjust the interview framework as I went along and focus more on the phenomenon 

of ‘research’ in subsequent interviews. All participants in the study have been given 

pseudonyms to protect their anonymity and any information on protected 

characteristics such as ethnicity and gender identity was collected anonymously. 

3.5 Participants 

The student participants were all between the ages of 20 and 29, the teacher I 

interviewed was in his 50s. I spoke to five men and three women, four were from the 

UK, four from overseas. Five described their ethnicity as white or Caucasian, three as 

Black, Asian and minority ethnic. I won’t describe the participants’ ethnicity or 

nationality more specifically as LAMDA’s student and teaching body is quite small and 

doing so could endanger their anonymity. The participants in the observation were not 

asked to fill in demographic information but the students in the rehearsal room were all 

in their second year of a BA(Hons) Professional Acting degree and came from both the 

UK and overseas. The director/teacher in the rehearsal room was female.  

• Katarina was an MA Directing student in her final week of the year-long 

Masters. She had a previous Bachelors Degree from an American University 

and had taught drama and directed in community theatre before starting this 

degree. 

• Julie was a BA(Hons) Professional Acting student in the third and final year of 

her degree, about to open the first public performance on the course. She 

had a year out of school doing some acting training so started LAMDA at age 

19. 

• Ben was in his second and final year of the FdA Professional Acting degree. He 

had previously completed a five year Bachelor’s Degree during which he 

wasn’t able to do much acting but had some professional experience. 

• Natalie was an MA Directing student also in her final week of the course. She 

had done a BA degree previously and directed in student theatre.    
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• Andreas was also an MA Directing student in his final week and had a 

previous BA degree. He had several years of assistant directing experience 

and had directed small theatre pieces and short films before starting the 

directors’ course. 

• Ken was an FdA Professional Acting student in his second year who had just 

finished a Shakespeare in Schools project. He had a Bachelor’s degree and 

some semi-professional experience as well as having done several shorter 

acting courses. 

• Stevie was an overseas final year BA(Hons) Professional Acting student who 

had recently finished working on his first public production. He came to 

LAMDA straight out of school, aged 18.  

• Chiran was a director and acting tutor and had worked professionally as an 

actor and director for many years. He did not have a University degree but 

diplomas, both in acting and directing, as such training was generally not a 

validated degree at the time he trained. He did also hold some teaching 

certificates and had worked as a teacher both at LAMDA and at other drama 

schools for several years. 

• A three hour observation took place in a rehearsal studio in the new 

extension of LAMDA‘s campus at Talgarth Road in an afternoon of the fall of 

2017. It was the first day of rehearsals for the second year BA(Hons) 

Professional Acting students and the play they were working on was 

Chekhov‘s Three Sisters. There were 15 students in the room, six female and 

9 male, of various ethnicities and nationalities. The teacher/director was 

Josephine. Some of the rehearsal was spent sitting around a big table and 

discussing various themes in the play and for some of it the students split off 

into smaller groups as they were given the assignment of researching specific 

topics. The group came together at the big table at the end to share the 

findings of each smaller group.    
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3.6 Limitations and ethical questions 

Having experience as a student at LAMDA myself and working as an actor before 

becoming the librarian gives me certain advantages when it comes to understanding the 

research subject and the participants’ experiences, but it also poses risks in terms of my 

own opinions of how ‘research’ should be done and what processes are the ‘best’ for 

actors and directors influencing the data. My status as a staff member could also imply 

a power imbalance and this may have affected the participants’ responses, especially 

when it came to asking them about library services. Reflexivity, or conscious self-

reflection, was therefore hugely important during all stages of the study and I 

continuously reflected on my own subjectivity as well as scrutinising the data (Hennink 

et al. 2011, p. 19). The study group was small and all either studying or working at the 

same drama school so it would be unwise to generalise about the information needs 

and behaviour of acting and directing students based on the results. They do give a 

good picture of this particular group at this particular institution at this particular point 

in time however, and perhaps some assumptions can be made about similar groups in 

similar institutions. Acting and directing training is however notoriously varied, even in 

similar vocational institutions and the culture and methods of the training often entirely 

dependent on the teaching staff and leading personalities in each place. Participants 

were also for the most part self-selecting so this may impact on the emerging themes in 

the research. Perhaps the participants were unusually interested in the subject of 

research and therefore easily agreed to take part.  

3.7 Importance of study 

Looking at this group‘s attitudes and approach to ‘research’ -as information gathering 

and preparation is often referred to in the theatre world- could be of interest to anyone 

working with acting and directing students, whether it be in a library or more generally 

in providing learning resources or teaching. The research will also fill a gap in the 

research literature as little or no attention has been given to the information needs of 

vocational students of acting and directing.  
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4 Results 

Upon analysing the data from the interviews and observation, three main themes 

became evident, all with several sub-themes. The main themes were ‘the purpose of 

research’, with four sub-themes, ‘methods of research’, with five sub-themes and finally 

‘helps and hurts’, with eight sub-themes.  

4.1 The purpose of research 

One of the big themes that came out of analysis was the purpose of research. What is 

the purpose of research for acting and directing students? Why do they do it? The 

people I spoke to all used slightly different language to describe their feelings and 

opinions about research but there were some common threads or sub-themes, four of 

which are; truth, fleshing out a character - building a picture, bridging the gap and 

taking off the backpack.  

4.1.1 Truth 

Every single one of the study participants spoke about truth or realism being an 

important goal of the theatrical experience they were trying to achieve and research 

being a tool they used to get to that truth. Andreas, a directing student, said that he 

didn’t want his final production to be just philosophical, but a “real” play that the 

audience could relate to: 

I think [the audience] need, this is going to be like a cliche, but they need to believe 

that there’s truth in what they’re seeing… I think that’s the only way we can, as, as 

an audience we can like relate and commit to, to the journey of the characters on 

the stage, when we see truth, then we can commit emotionally with, with what’s 

happening. 

Andreas said he thought research could help the actor find the truth but that it was not 

necessarily the only way:  
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[Y]ou could have an actor with a lot of life experience and maybe he doesn’t need 

to do that research to find, or he’s creating like a new thing… and it can be as 

truthful as like having all this research and all this knowledge in your head.  

Chiran, the acting tutor, also talked about making characters believable and “finding the 

truth” about them and having to do some preparatory work in order to get to that truth 

and not just “scrape the surface”. He talked about how an audience knows when 

“something doesn’t ring true” and doesn’t find the action believable. He spoke about it 

being the actor‘s and the director’s job to make it “as close to real life as possible” 

meaning that the audience can buy into the choices and actions being made on the 

stage or screen: “Yes, the truth as it is for the actor. And in the end the actor can only 

bring themselves to that truth, so the research and the experience is part of bringing 

their truth to the character, I think.”  

For Ken, an acting student, the actor’s process is about:  

[W]hat can you do to tell the truth… so what tools do you draw upon to tell the 

truth of the story. So for some people it’s personal experience, for some people 

that’s,  imaginary, -for Daniel Day Lewis it’s, you know, living in a wheelchair for 

four months or whatever, but it’s like what gives you the feel of what your person 

is going to be experiencing when you step on that stage or before the camera, what 

are the things that you need to do to get into that place of being open and truthful. 

And according to Stevie, another acting student, truth is “everything”. He spoke about 

moving away from a concept of truth necessarily meaning having to reflect the world 

“as accurately as possible” and towards a more interpretive approach, pointing to the 

impressionist painters: “who weren’t, you know, detailed creators of accurate 

reflection, but nevertheless their paintings convey deep truth and meaning.” Stevie 

talks about the “truth chord” and always being able to tell whether or not an actor is 

playing that truth chord, feeling like something is out of tune when they’re not. “And so, 

whatever that truth chord is, and I think it is something ineffable and something, 

beyond us, that’s what I’m trying to get to, trying to speak the truth chord.” 

 When observing a rehearsal of second year acting students Josephine, the director, 

set research tasks that yielded very detailed information about the play’s setting and 

circumstances, for example they were told to find the temperatures and weather 

conditions for the particular place and dates the play was set in: “so we can be accurate 

about how it felt for these people . . . . We’re going for immersive realism” she said. Of 
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course the extent of research and detail required will vary from project to project and 

sometimes productions start with no text or characters as a base from which to jump, 

but truthfulness seems to be a vital goal for the participants and research is one of the 

tools they use to achieve that, even in the more abstract sense.   

4.1.2 Fleshing out a character - building a picture 

And how do the acting and directing students go about finding out this truth? Again all 

of them talk about reading the play or text and mining it for information as well as 

finding in the text questions that they need to get answers to. Julie, an acting student, 

described quite a methodical process when approaching her last project:   

I . . . read the play, like, two or three times, wrote out  some initial questions and 

ideas,  erm, and then I did the lists of like, what, everything that people say about 

me, what I say about them,  what I say about myself . . . and, a bit of research on 

the time. 

This is in order to flesh out her character, -give it life: “normally in a rehearsal process 

you kind of get your skeleton and then it’s about fleshing out who that person is, 

around that.” Julie uses the facts she finds in the text to open up more and more 

questions about her character and she wants to answer as many questions as possible 

because that information creates a background for her, an “internal wallpaper” and 

although she might not necessarily be thinking deliberately about that information 

when she’s on stage or in front of the camera, there will be moments where something 

pops into her head: “[a]nd those moments when things pop into your head, I think 

they’re the moments where, you’re really alive, when you’re really thinking and, you 

can see, you can just tell, you can just see when someone’s done the work.” Ben, 

another acting student echoed that sentiment and described an occasion where he 

didn’t have much time to work on his script and answer those questions and he gave: 

“the worst performance that I’ve ever given.”  

Chiran often gives his students homework to do before coming into rehearsals:  

which is to look through the play, look at you know, what’s important in the play, 

look at what’s been written by the playwright, a list of things, you know, what I say 

about myself, what I say about others, what others say about me, I think it’s a great 

way of sieving the play and scanning through the play for things.  



38 

He will then discuss with the cast the things that are important and get them to 

research relevant topics such as socio-economic context, -all depending on how far the 

context is from your own and what information is needed. Natalie, a directing student, 

also starts with the text and answering specific questions about “things I didn’t 

understand.” She spoke about research being part of the preparation for a project and 

revolving around finding contextual information, but her research for her final project 

also involved finding “visual notices” of the place and actions in the play and what she 

called the “emotional context” for the characters: “to get into their heads a little bit 

more and to be able to help the actors get into their heads a little bit more.” Katarina, 

another directing student, feels she needs to know “everything” in order to then be able 

to decide what is important and what isn’t.  

The directing students I spoke to describe a more all-encompassing approach to 

research of building a picture of the world of the play and bearing in mind anything 

from set design to the emotional context for characters whereas the acting students 

understandably honed in more on their own need to find out about their character so 

they can “flesh it out.” Stevie’s description of his approach to research was quite 

methodical and broad although it ultimately was also geared to his own character and 

as he calls it, allowing the essence of the character to step into you: “I see the actor’s 

body as a vessel, and my spirit and the character’s spirit is something that mixes and 

then comes out in the vessel.” So Stevie is also talking about lending flesh to his 

character but he uses different language. The research process for him is about 

discovering who the spirit of the character is and what Stevie the actor needs to do 

physically in order to make it easy for that spirit to step into his body. He divided his 

research into textual, historical and emotional research although he said, like many of 

the others, that it depended entirely on the play how that was carried out. Preparation 

for Stevie consists of two things: 

[T]hings that I do have and the things that I don’t have, so the things that I have, so 

when I’m prepared, my body as an actor, and what I have in my imagination 

already, that’s separate work than the research, which is gathering stuff that I then 

use to feed what I have . . . .  And the more research I do, the more facility I have, 

as an actor. 
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This gap between what the actor or director knows and what they don’t know is the 

impetus for information gathering, -for research, and those gaps are articulated in the 

questions they ask themselves after analysing the text they are working with. As I 

mentioned above not all theatre productions start with a fully fledged script, but even 

the devised pieces that the directing students worked on had by their own descriptions 

some sort of starting point, a question, -a gap, that they wanted to explore or a short 

piece of text like a poem that they then used to open up to questioning.  

4.1.3 Bridging the gap 

Both the acting and directing students talked about doing research in order to 

understand their character or the world of the play better; in order to bridge a gap in 

their knowledge. When that character or world is close to your own, they don’t feel as 

much research is required. Ben described being cast “on-centre” for his film project, “so 

it wasn’t too much of a jump.” When asked why research was useful, Ben said:  

[I]t helps it move it far, further away from yourself… and it helps, if you can’t 

like…’cause otherwise a play, in my own like, posture, the way I say things, erm, it 

helps you understand why they would do it,‘cause if you’re doing like, Jacobean, 

you think, I can’t believe anyone would ever think like that, but then if you research 

outside of it, you think well, that’s because they believed in this, this and this at 

that time, that really helps you, come to terms to why this is happening . . . So it’s 

things like that that make, that helps you make sense of certain bits, and relate to it 

a bit more. 

Stevie talked about one of the things that drew him to acting being: “this idea of… the 

process of knowing and becoming another person entirely other than myself, and yet at 

the same time myself.” He wants to know everything he can about that other person 

because: “how can you presume to know another person’s experience, you know, 

entirely, without really doing what you can to go there.” The language suggests a gap 

between the actor and the character and the research is one of the tools they use in 

order to bridge that gap and get “closer” to the character or at least to understand the 

character better.   

Andreas, the directing student, described having to do a lot of research into different 

Greek places for a play and also having done a play: “that’s based on like, our world, 

and,  and like, young people, so the research wasn’t that strong, because it didn’t need 

to be that strong.” He says he just starts “working with what [he] know[s]” although 
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he’s “not sure if that’s a good thing” because “every world is a new, every play is a new 

world.” The bigger the perceived gap between the world of the play and what he 

already knows, the more research he feels he needs to do.  Chiran similarly described a 

project where he didn’t do much research about the period or political context: 

“because the characters were of this world, and of this time.” He thinks: “the further 

away something is, then we have to understand how people lived that way, you know, I 

don’t think you can play that, but what you can do is you can understand what it would 

have been like.” For Chiran curiosity is an essential quality for actors and directors or 

anyone working in theatre, wanting to find out information and bridge that gap in 

knowledge:  

[I]f you’re curious to find out about “Oh god, why are they talking about this?”, 

then that will lead you somewhere, . . . and I think that, that’s probably the most 

useful thing about research, the curiosity to consume knowledge, in a way. 

Katarina not only feels that she needs to know everything there is to know about a 

play, she also feels it’s her responsibility to know what information is useful to the 

actors and what isn’t and sees herself as a gatekeeper of sorts. She sees preparation as: 

“laying open everything that I need to know in the play,” identifying the gaps in her 

knowledge:  

and then research is kind of the next thing, on top of that. It’s kind… where are all 

the questions I can answer now, but you kinda have to open that up before you can 

see all the questions . . . depending on the play. 

She says part of the learning process during her studies has been to expedite this 

process, to learn “how to ask the questions” which Natalie talks about as well. Katarina 

also says that she has had to learn how and where to let go of the ideas that come up in 

her research, and this is something that most of the participants brought up.  

4.1.4 Taking off the backpack 

The participants were quite clear about the benefits of doing research but most of them 

also mentioned the importance of knowing when to let go of the research, when to take 

off the backpack as Andreas puts it: 

But the moment it . . . becomes like  something that oppress the actor or the play, 

then it’s not useful anymore, the moment it’s like a [chore] for you or like a bag, a 
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heavy backpack that you are using . . . it’s not useful anymore and you need to like 

take it [off], and start discovering by yourself, I think. 

Stevie says that in his first year he didn’t trust himself enough and would “over-prepare, 

over-research” and not cut himself enough slack “in terms of what I already knew… of 

the human condition.” He doesn’t feel like there’s anything wrong with doing research 

throughout the rehearsal period, as long as it comes from the right place: 

[B]ut for me it came from a place of, “I don’t have it yet, I need to be doing this” 

And because of that pressure, not only was I not retaining any of it… I also, was 

neglecting time that could be spent on inhabiting that research, you know, letting 

that filter through the body. 

Julie describes how she does the research she does so that the information is there 

ready to “pop” into her head, but there comes a time where she stops doing research 

and instead finds exercises and rituals that help her “get inside that person, like get, get 

your head into that person’s… head, and, to become that person, and to think those 

thoughts and really like live into the scenes.” For an Ibsen play she was performing she 

found a soundtrack that she listened to before going on stage: “I could’ve sat in the 

wings and done loads of research on Ibsen just before I went on stage, but that 

probably wouldn’t have been very helpful.” She said that research stopped being useful 

at a certain point and was worried because she felt that she hadn’t answered enough 

questions so close to opening, -that there wasn’t “going to be any time for anything to… 

set in, you know.” Stevie talked about how the research he’s done into the weather 

during a particular scene in a play doesn’t consciously come into his head when he’s 

doing the scene, “but you’ve done the work, so that is already there, the sense of the 

writing is already there, that atmosphere is already there.” For Ken it‘s also important to 

get to the stage where he can trust that the research and information gathering he’s 

done has been absorbed and is a part of his subconscious: 

Now it’s time to let go of the, erm, the safety, armfloats, whatever you want to call 

them . . . . So all that subconscious stuff, is there, and the brain, you know, has, has 

it’s, I, I’ve given it, a lot of things consciously and now I have to trust that and, let 

go. 

Letting go of the cerebral research and allowing it to become embodied knowledge, 

a part of their “internal wallpaper” is an important step in the students’ process and 

most of them feel that that work needs to happen early on in the rehearsal process, not 
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by the time they are in performances. Some even prefer to do a lot of the research work 

before they step into the rehearsal room. 

4.2 Methods of Research 

Another dominant theme was methods of research; how the students do research, 

what modes of information behaviour they engage in and what sources of information 

they use. The sub-themes are; the blood oath, the cookie jar, sensory research, 

information sources and collaboration.  

4.2.1 The blood oath 

The students would often engage in active searching and scanning where they would go 

out looking for answers to specific questions, such as when Natalie called up the MOD 

to find out for the play she was directing if women would’ve been able to join the 

Marines in the 80’s when the play was set, or when Julie was playing someone who had 

lost their mother and she interviewed a friend who had been through that to find out 

how she had felt at different stages, or when Ken scanned through his archive of images 

on his phone to find ones that helped inform what he was working on, an image that 

“stirs up something.” But many of the students describe some altogether more non-

directed information behaviour, when you are continuously subconsciously monitoring 

your environment and the world and relating it to your character and/or play you’re 

working on, -something that Ken calls the “blood oath”: 

It doesn’t stop, it’s crazy, it doesn’t, I was meditating the other day, and the idea 

came to me, and I was like, oh yeah, I’ve got that on my YouTube favourites. I 

literally was meditating and laughing and was like I’ve gotta get out of here, I’m not 

breathing . . . And that’s the really fascinating thing I find about acting is that like, 

once you come into a project... it’s almost like, a blood oath . . . . I think it’s almost 

like it’s taken out of your conscious, it’s almost like, you don’t have a choice 

anymore, which is really strange. ‘Cause even when you’re like, ah, I’m tired today, 

I’m not going to do any work, you’re still, brain’s still ticking over.  

Andreas speaks similarly about serendipitously coming across material that he found 

useful for his production:  

I didn’t went out looking for them, but I think because I was thinking about the 

play, all the time, everything I saw, in general I connected to and I thought if they 

were useful or not, and I take what if it is useful. Yeah, in a way I was, searching for 
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them all the time, but not searching for them, like I wasn’t like specifically going for 

my play, it was just like I was going everywhere for my play. 

Katarina remembered seeing a poster in the street that was just perfect for the play 

she was working on and Ben found it interesting to watch and read about when the EDL 

came to his home town and got into a fight with a left-wing group because “it coincided 

with this sort of character that I’m playing” and he also talked about noticing things 

when he goes home and his parents are watching TV and “something will twig, like, and 

I’ll be like, oh, or they, I’ll hear them talking about something and I’ll be like, oh, that’s 

relevant, something that I wouldn’t have noticed before because it wouldn’t have been 

on my mind.” Chiran talked about going to “places where I can see things” because he 

finds that things that “feed your eyes and your mind” can provide inspiration that is 

useful for his work. He thinks that is useful for directors and actors as well as human 

beings in general: “I keep coming back to that curiosity . . . I think we really need to not 

dampen that down, just keep, keep that, you know, fostering it. Just “go, go, go. Find 

out, go look, doesn’t matter what it is.”” What Chiran is talking about is not targeted 

information-gathering in order to answer particular questions or gain particular 

experiences, but a general curiosity, a blood oath to the profession of being an artist. He 

is encouraging people to collect experiences and information that can be used now or 

later, or perhaps not at all. 

4.2.2 The cookie jar 

Some of the participants spoke about using information and experiences previously 

gathered as material for their preparation in the present. They were researching their 

own memory and experience and mining it for useful information. Ken calls it his cookie 

jar when he refers to the collection of images and other media that he’s accumulated, 

and he will dip into that jar regularly for his projects. He also described using locations 

from his own memory and sensory experiences to conjure up new mental images and 

emotions that he used in his preparation for the play he was working on. And Chiran 

talked about “preparing for something without even knowing you’re preparing for it” 

and how he’s been able to use experiences he’s had in the past to help explain 

something to actors or relate to them. You can’t always tell when an experience is going 

to be useful he says:  
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I think that at some point it all gets put into the, you know the bowl and then it 

comes out . . . sometimes it’s great when you can draw from something . . . that 

you’ve experienced by chance or, it’s attached to a memory that, you know to an 

experience that’s erm, outside of the work itself, and suddenly you link your life 

together in a way. 

Ben talked a lot about using information that he’d gathered previously for his character 

work, although for him the reason seemed to be lack of time, rather than necessarily 

being the best source of information for him:     

I’d done bits and pieces before, and, I’d obviously got some experience from 

looking at them before, so I kinda just pieced that all together . . . . but normally I’d 

do a lot more, on it, if I wasn’t as busy in the course, you know. 

During the observation of a rehearsal the director set the students a task of preparing a 

short two minute improvisation from a time in their life that explored one of the 

themes that they had been talking about being represented in the play. This exercise 

demanded that the students mine their own memories and experiences and physicalise 

them in an improvisation. That kind of a physical, sensory experience is something the 

participants spoke about extensively.      

4.2.3 Sensory research 

Sensory research is what the students do to get a physical experience that helps them in 

some way understand their character or the world of the play they’re working on 

better. Julie felt she wasn’t as good at what she called “sensory, more like, tangible 

research” as she was at the more cerebral “writing things” preparatory work. She 

recalled going to visit John Keats’ house when researching for a scene from Bright Star 

being:  

just amaaaazing . . . but I can sit at home, and I could’ve done five hours of research 

on John Keats, but that wouldn’t have been anywhere near as useful as spending 

an hour at his actual house, where the story is set. 

She also went to a cemetery and sat on a tree stump on a frosty day to learn her 

lines for the scene because “at that time, people lived a much more sensory experience, 

with relation to nature,” and she felt that as she, living in a modern world, didn’t have 

as strong a connection to that experience, it was useful to make that physical 

association with the lines. She also talked about how useful it was for historical works 
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such as Restoration drama to visit places like the National Portrait Gallery and the Mall, 

“because you can see… the actual images, the actual places, that people visited.” 

Natalie, the directing student, took all her cast to a little jetty in the Thames for them 

“to get a sense of what it feels like to be out and in the water on that kind of surface.” 

The play she was directing was set mainly by the sea and she wanted them to “get a 

sense of the space,  because I think that, that the environment that they're in affects 

hugely their behaviour.” She called it physical research and felt that it had informed 

their physicalities once on stage and helped the cast “actually treating [the performance 

space] as the real location,  and feeling a little bit more grounded in that sense.” Chiran 

places great value on experiential or sensory research: 

[I]t’s really easy to find the answers today, I think, you know, Google everything, 

and you know, you can go to the library and, and, look up things . . . but, in the end 

I think it’s about picking and choosing what you can experience, in order for your… 

your mind and your body, the mind, and the body, to be able to sense something, 

and I think, if an actor senses something or has experienced something, that says 

something, in the work, and an audience will perceive that. 

He called the majority of research that students do on the internet two-dimensional, 

and by extension the sensory, experiential research would presumably be three-

dimensional. He stipulates that “of course, one cannot experience everything,” and 

that’s where the technique of acting comes in, “the substitutions, of what it would be 

like.” He described how he encouraged students to visit locations and experience things 

first-hand if they could. He reminisced about an actor he had directed whose character 

had to act like bacon being fried but the actor was Jewish and had never seen bacon 

being fried or eaten it himself. He got a friend to fry bacon for him and it ended up 

informing his performance. Actors, Chiran says, should strive to get the experiences 

they can: 

because it helps you do work without having to do work . . . it helps you imagine 

quickly, because you experience, and I know what toothpaste tastes like because I 

brush my teeth every day, and I mean, I don’t have to think about how it tastes. 

If you have the sensory experience of something then you’ve got something “for 

free” and Chiran believes the audience can tell when the actors have “real pictures” in 

their minds. Stevie also places great emphasis on sensory research and when preparing 

for a play that was written and set in New York, part of his research was to visit the city 
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because he’d read the author’s description of New York having “this tangible spirit” and 

he walked around the city: 

trying to feel that, feel what that energy is like, and, and there came the point 

where I was like “Ah. (hits chest) Feel it.” Like, so that’s the energy I tap (clicks 

fingers) into, before I go onto the stage, you know, in my pre-prep. When I was 

working throughout there was this, this feeling of New York City. And what it felt 

like to be with the, the gaze of New York. 

Stevie’s sensory research resulted in a physical feeling which he then used in his 

performance. And for him the sensory research extends even further into what he calls 

“dipping in life” which is taking “the practiced body, and, the essence that you’ve gotten 

to know, and you… walk around with it, you know, take it out into the real world.” This 

technique is one that is commonly associated with Method acting but Stevie does not 

find that  label helpful. It is a way for him to bridge the gap between himself and the 

character, between the performance space and real life: 

the brilliant thing it gave me was that by the time I stepped onstage, there was no 

difference, between, where I just was, and there . . . . There wasn’t this... thing of 

“and now I’m acting and now I’m playing [the character]” you know, [the character] 

had been playing me for a week, so that by the time that I got there, look, I didn’t 

have to change anything. Nothing felt like a big, you know, I didn’t have to do 

anything, I didn’t have to do [the character]. 

The risk, he said, is that you bring a “pedestrian” energy to the stage, when it has to 

be “theatrical”. There has to be a shift in energy when you step onto the stage 

according to Stevie. 

4.2.4 Information sources 

The students use a multitude of sources to satisfy their research needs which includes 

books, journal articles,  music, audiovisual material (TV shows, films, video-clips, 

documentaries), images, people (gatekeepers), locations (museums, galleries, buildings, 

cities, countries etc.) and information previously gathered (the cookie jar). The internet 

is normally the first port of call for the students when they begin their research and they 

routinely use sites such as YouTube, Google Images, Google Maps, Wikipedia, forums 

and blogs. This practise is so commonplace that new verbs and adjectives have emerged 

to describe the online information-seeking: “I GoogleMapsed it”, “I had to sort of 

YouTube people . . . ”, “Wikipediary stuff.” Most of the students also describe reading 
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books as part of their research, but they did not express any particular preference for 

one medium over another, apart from Julie who “wouldn’t look in books, unless I really 

had to.”.  

A few of the participants described going to gatekeepers for information, people that 

are ‘in the know’ about subjects or experiences they themselves are unfamiliar with. 

Julie initially looked online at blog posts from people who had lost their mother but 

ultimately interviewed her friend and commented how useful it was to be able to ask 

questions about specific moments in the process: 

I think it’s really easy to generalise, like, oh, this character’s mother has passed 

away, but there’s soooo many different variables within that,  -how old you are, 

how old she was, why, when, how, where, you know, how much did you see, how 

much were you sheltered from it. And so it’s useful, ‘cause you can ask those 

specific questions, that will really help you personally, understand what you’re 

trying to do. 

Stevie similarly favoured speaking to people about their experiences and described 

more than one occasion where he set up interviews with people either in person or on 

the phone “‘cause I quite enjoy, hearing someone speak, and talking to someone and I 

read a lot in my spare time but I get more from hearing, from hearing things and 

meeting people.” Ben talked about regularly going to his father who is a historian and 

“he’ll give me very good detail so sometimes I can just like ask him stuff and he kind of 

like will give me a wealth of information.” Ben also enjoyed getting information by 

proxy from his director, who “knew so much about it anyway” and was the gatekeeper 

of information in the rehearsal room, as the director often is: 

[H]e’d almost teach whilst we were doing it, and, he made us watch a film, . . . and 

it’s just bits and pieces like that, he kinda came, with different, bits, and, we’d all 

pitched in bits that we knew and then he also talked to us about it, and was like 

“this is how Russian people do it, this is how it was when I lived in Russia, this is 

what happens”, so we kinda, he’s like a wealth of information just in himself, so. 

That was great. 

Natalie spoke to her mother when preparing her final production as the play was set 

in the 80’s and “obviously she was around in 1982 so, I was, I was asking her things like 

“Oh, would you have had this, what would you’ve thought about that…”  

Visual sources of information are popular among all the participants; watching films, 

documentaries, clips on YouTube and still images, -photos and paintings. Images are 
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important to Katarina, especially when it comes to the design process. She spoke about 

learning how to abbreviate the process of collaborating with a designer by moving 

quickly onto “visual imagery”, attacking the “question of prompts” herself before 

sending her designer images “of things that had inspired… what I was thinking about.” 

Andreas said most of his references were movies and he brought in clips of films and 

music videos to show his cast. Ben described how when he was preparing for a part he 

watched films and documentaries, looked at “a lot of pictures”, including looking at 

Google images of the place where the play he was working on was set. He also 

described how he cut out pictures of the people who were playing the characters in the 

piece he was working on and did little biographies for their characters next to their 

picture “and at least then I’ve got it, with their face next to it, so I try not think, that 

person’s, oh that’s [Brian], that’s this character,  I try, visually, [to] do that.” Natalie said 

she wouldn’t call the process of coming to a decision about design and lighting etcetera 

research but she described creating a “ kind of mood board with images” which she had 

“collated both from like the kind of objective facts of the time and place but also slightly 

more abstractly like images, colours and shapes that I associated with the production.” 

She has “libraries of pictures and stuff I tend to like look through and see if things jump 

out,” images that she collects from magazines, the internet and elsewhere so she has 

both physical and digital collections of images that she’s established for herself. Ken 

talked about printing off images that hit him “in my gut” and putting those in his 

“character book” and also creates libraries of digital images that he browses through 

when he’s researching for a play. During the observation of rehearsal the students were 

working in small groups exploring various aspects of the play’s time and place and then 

had to present their findings to the whole cast and director. Most groups presented 

their findings in visual way, -the group working on the theme of ‘home’ had drawn up a 

sketch of the layout of the house and one of the students pulled out his phone and 

showed everyone a picture he’d found online of a Russian summer house and said “This 

is what we were thinking of for the veranda.” Several other groups had drawn up 

sketches related to the theme they were working on. Someone in the cast asked if they 

would be putting the pictures up in the room but the director explained that they 

wouldn’t always be in the same room and asked if someone could carry them around or 

take pictures of them and share with the group. The visual notice of the world of the 



49 

play is clearly an important aspect of the production process for both acting and 

directing students. 

Music is an important resource for the students, whether that’s for inspiration or for 

the acting students to help them bridge the gap between themselves and the character 

or somehow bring themselves into the world of the play. Julie described listening to a 

soundtrack before every performance of a play and Stevie similarly went through a 

process of finding the right music to use in his preparation before going on stage for his 

last play, starting with one band in mind but then finding the ‘right’ one “and I was just 

like “That’s it!, That’s what it is. That’s exactly what this play is.” He spoke about there 

being a certain “tempo to the play” and therefore music was an essential element for 

him for this production. Music was also important to Andreas and he spoke about 

wanting the type of music he used for his final production to be in coherence with his 

overall vision. Ken was particularly fired up about music as a resource and described a 

couple of different occasions where he’d created playlists  for his characters. For one 

character he: 

created a playlist, songs that mean something to me, when I was that character’s 

age and that gives me a youthful energy or quite an [anarchic] you know… sort of 

feel… so what it might capture is a person’s essence, or rhythm, that I like.  

Locations such as museums, galleries and historical places as well as nature are 

particularly useful for the students when it comes to sensory research as mentioned 

above but also to fire up the imagination. Andreas described spaces in general being a 

source of ideas for his work: 

A lot of spaces in general, or like rooms I get into, I tend to steal from them, like… I 

went to, I don’t know, I went to the hospital and I saw the whiteness of it, and was 

like (clicks fingers), it just clicked and I knew that it, it was the whiteness that I 

needed for my play.  

Julie described how visiting Keats’ house and going for a walk in Hampstead Heath as 

well as learning her lines in the cemetery was particularly helpful. Stevie as well went to 

New York to get the feel of the city and also visited buildings that were similar to the 

ones he thought his character would have lived and worked in. Both Katarina and 

Natalie had wanted to go to the countries where their plays were set but were unable 

to. Natalie instead looked on Google Maps to get an idea of the location: 
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[Y]ou can do a street view and stuff so you can see what the actual environment 

looks like, and I thought that was important just in terms of what, what the 

characters are kind of contending with on a daily basis,  in terms of what the 

possibilities are for the environment they're in. 

Chiran, when directing students in a play set in London, took his students and went 

to see the places that are mentioned in the play:  

so, when someone talks about it, you can see it in your mind, and when you can 

see it in your mind, it’s much more real for the actor, and because the actor’s 

experienced it I believe the audience buys it, as opposed to not, you know. 

Locations, in their many forms,  are an important source of information and 

inspiration for the acting and directing students.  

The students all spoke about using a mixture of many different sources for each 

project. Stevie read books, watched films and TV programmes, spoke to people, listened 

to music and  visited locations all for the same project. Ken collected images, created a 

soundtrack, spoke to people, used information he’d previously gathered and read books 

to research for his last project. Natalie read books, spoke to people, collected images 

and watched videos for hers. There was a sense that each individual had slight 

preferences for certain sources. Katarina for example didn’t speak much of using music 

as a source or getting information from gatekeepers. Ken didn’t tend to visit locations 

nor did Ben, but both spoke about using information and experiences previously 

gathered and using that as an impetus for their imaginations. Music and images also 

seemed to be important sources for both of them. Stevie didn’t speak much of still 

images but placed a high importance on speaking to people. Each individual had their 

particular tendencies and preferences when it came to sources but most of them spoke 

about how different the research process could be, depending on the production they 

were working on. Andreas spoke about how if he was doing a play about something 

specific he would be researching that specific element, but “if you are creating a world, 

like I did with this play, with the cast… it can be just like watching pictures or like, 

reading one book and that would open like a whole new world.” Nearly every one of the 

participants qualified the descriptions of their research process with something along 

the lines of “it depends on what you’re doing.” In Katarina’s words, “it’s completely wild 

and different every single time.” 
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4.2.5 Collaboration 

According to the Cambridge Dictionary ‘collaboration’ is defined as “the situation of two 

or more people working together to create or achieve the same thing” (Cambridge 

Dictionary, 2019). It is a theme that comes up frequently in the interviews both in 

relation to research practices as well as more generally about working on plays and 

productions and the tension that can exist between control and collaboration is touched 

on as well. 

Generally speaking the language the participants use indicates how important 

collaboration is in their practice. All of them use a lot of “we” language when referring 

to rehearsals and working on plays and productions: “we go into tech tomorrow”, “the 

conversations we were having in the rehearsal room”, “I think we did a good job”, “we 

talked a lot about . . . ” etcetera. The acting students all talk about having been given 

topics by their directors to research, the results of which they brought into the 

rehearsal room as well as discussing the play and characters with their cast and director 

during rehearsals. A lot of collaboration and information-sharing takes place in the 

rehearsal room as well as outside of it. Ben for example describes how he and his cast 

members usually set up a WhatsApp group and/or a Google doc where they share 

information they find with each other. The first day of rehearsals for a Chekhov play I 

observed revolved entirely around collectively discovering information and making 

decisions as a group. Katarina spoke about her belief that “theatre is a collaborative art 

form” and it being very important to her, “but in making a collaborative process, if you 

ACTUALLY want it to be a collaborative process, then you have to take what’s being 

input, you can’t, just, kinda sit with your idea, even if you think that your idea is better.” 

At the same time she felt it was her responsibility to be the gatekeeper of information 

for her cast members and only bring in research that she felt would be helpful to them. 

She also spoke about finding it necessary to limit the ways of her students’ collaborative 

input when she was a drama teacher prior to starting her training at LAMDA. She felt 

that collaboration was easier when she came to LAMDA, “because I’d be in a room with 

people that I trusted way more,  than I trusted my sixteen year olds.” So trust is an 

important element for collaboration to thrive. Julie thinks it’s important for a cast to 

share some information with each other so they can be “on the same page” and she 

thinks it should be “overseen” and “brought into the room”, but she doesn't think it’s 
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always useful when a director “babies” a cast and tells them exactly what each person 

should do. There is a tension there between wanting the collaboration to be controlled 

and at the same time not too controlled. Stevie also described some tension when it 

came to sharing information in the rehearsal room “because… you don’t want to be 

impeding on other people’s… processes, you know, by saying like “by the way, I learned 

all this, here’s this” you know.” He said in his ideal scenario everyone would be happy to 

share information with each other, but that had not always been his experience and 

that the atmosphere of sharing was dependent on the director, “if a director is really 

not focused on that background work, then it’s just up to you.” He did say that even if 

your cast members were unwilling to collaborate on “agreed upon realities” then it was 

still incumbent on you to do that work:  

There’s no excuse, you know, if there’s a figure of eight going between two actors 

and the other person isn’t giving their half of the figure of eight, that isn’t an 

excuse to just not have one, you must create the figure of eight. 

For many of the participants collaboration and information sharing was a happy and 

fruitful part of the process, but for some there were perceived tensions between 

control and collaboration, both between the cast and the director and between cast 

members.  

4.3 Helps and hurts 

When speaking to the participants it became clear that certain things helped them 

along their research or information gathering journeys and other things hurt or 

hindered them along the way. Theses helps and hurts, or aids and barriers, can be 

categorised into the following sub-themes, although they are often inter-linked; money, 

time, Specific Learning Differences, pressure, technology, collated information - sign 

posts, people and the library.  

4.3.1 Money 

Lack of money clearly played a part in the students’ information gathering and was a 

hurt or hindrance. When working on an Ibsen play Katarina went to a Scandinavian 

festival and wanted to go to a Mumin exhibition but as it cost money, she didn’t. 

Similarly when she was working on a play which involved a lot of research into drag 

culture she saw an ad for Drag-Con UK “and I so desperately wanted to go, but it was 
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like forty pounds for a day and I’m sooooo bummed, it’s like, I can’t afford that!”. 

Natalie similarly talked about wanting to go visit the place where her play was set but 

not being able to because it was too expensive for her. Stevie talked about trying to 

stream movies rather than buying DVDs off Amazon as that could be expensive as well 

as being “a bit of a pain”. He did however buy several books and take a trip to another 

city as part of the research for a play so perhaps it isn’t the lack of money as much as 

the inconvenience that prevented him from ordering DVDs, or perhaps he felt the films 

weren’t as fruitful a source as the books and trip so not worth investing time or money 

in. But lack of money is not only hurting the participants’ opportunities to pursue the 

information paths that interest them by preventing them from purchasing sources, -for 

one participant at least the lack of money also indirectly affects the amount of time he 

has to do research. Ben had lived a two hour commute from LAMDA in his first year 

because he couldn’t afford living closer and as he spent four hours a day commuting, he 

rarely had time to do the amount of research that he wanted to. He would do some 

research on the train “if I wasn’t sleeping,” but since moving to a “super-cheap” flat 

closer to LAMDA he has found more time for the work he wants to do.  

4.3.2 Time 

Nearly all the participants spoke about not having enough time to do the kind of 

research they would like, as Julie puts it: 

I mean, god knows when you have the time, that’s the other thing, I mean half, half 

of the problem as well, with all of this process stuff is that in the As and the Bs, 

you've got no time to do any, half the work you actually want to. 

There is no time because they are in “all day every day.” Katarina felt she didn’t have 

enough time to “investigate” the play for her final showcase either. Chiran describes his 

preferred method of getting his students to do research, by presenting the research in a 

creative way, but he says there’s not always time to do that. Ben in particular cites lack 

of time as a great hurt when it comes to his information gathering: “normally I’d do a lot 

more, on it, if I wasn’t as busy in the course, you know”, “I haven’t finished it though 

because it’s too short a time period to read them all”, “I’ve not really thought about it 

as much as, just ‘cause we’ve had so much this term, I’m hoping, that when we finish 

this film, we’re going to have a bit more time, but, probably not, you never know”. 
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Ben’s lack of time could also be exacerbated by his having ADHD, a Specific Learning 

Difference.  

4.3.3 Specific Learning Differences 

Two of the participants had a Specific Learning Difference which impacted their 

research process, although in different ways. Ben has ADHD and it takes him “ages to 

learn lines, just ‘cause my concentration’s terrible. And erm, that’s taken up all my time 

really”. He tends to buy books if he can afford them rather than borrow them from the 

library because he likes to “turn the pages and then highlight stuff, which is probably 

frowned upon if you’re in the library”. He also described a project where he had the 

lead role and because it took him so long to learn lines he had spent around four hours 

a day learning lines, leaving him no time to do any “character work” which resulted in 

what he deemed to be his worst ever performance. It also takes Ken, who has dyslexia, 

longer to learn lines: “So someone like, Ray in the C’s for example, can pick up a text, 

and he’s like (snaps fingers) firing on all cylinders pretty much straight away, I’m a 

dyslexic, so I need to very much embed it.” But Ken also sees the positive aspects of 

having a Specific Learning Difference and seems to have found a way that works for 

him:  

I realised, me taking words off the page, I have advantages and disadvantages. So, 

my imagination is very vivid, when I talk to people, they tell me a story, I play 

images in my mind,  sometimes I see words, sometimes I see images so for me, 

what I’ve learned at LAMDA is taking those words and then drawing an image, and 

then, or creating a memory, and then when I’m doing the text, then drawing on 

those images. 

For Ken though, reading text on a computer is difficult so this may be a hurt to his 

information gathering.  

4.3.4 Pressure 

The pressures of being at drama school, both the time pressure and the emotional 

pressure to succeed, whether that’s self-imposed or implied by the institution, is 

something many of the students felt as a hurt. This was not always related to the 

research process per se, but more generally to the learning process. Julie described a 

time in her second year which she found very stressful:  
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[Y]ou get the film script on the Thursday, on Thursday night, and then you shoot it 

the following Thursday, right. Meanwhile [the teacher] was like “Oh, can you, 

research everything, ever, about [the characters]” . . . . and then the scene you 

have to do is just sooo hard . . . It was just so stressful, -and then on top of that you 

have to do flamenco on Monday morning and, like, all of this stuff and it’s just like 

“Oh my god”, screen’s, screen is next level stressful. 

Ken describes how he had come to drama school to learn but “you don’t want to be 

shit. So when you do get notes and you do get feedback… it can send you quite internal, 

and like, you don’t want to reach out because you’ve already been told you’re doing 

terribly”. But Ken said he did overcome those fears of reaching out and started asking 

for as much advice as possible. He feels that it’s helpful  for actors to learn self-analysis 

but “the problem with drama school,” he says, “is that sometimes that can lead into 

self-deprecation”. Stevie finds the pressures of the environment impact on his learning:  

[I]t’s tough as an actor, especially at drama school, to not feel… competitive and 

influenced by what everyone else is doing around you, and feeling like, “ah, they’ve 

figured it out, why haven’t I figured it out. They’re doing it right, what am I doing 

that isn’t right?” 

Having a space where you feel safe to fail is vital according to Stevie but he doesn’t 

think that’s always been the case during his training: “this is a place that prides itself on 

failure and you can fail, and you can, you know, and you’re safe to risk, but it isn’t in a 

lot of ways, it really isn’t. Not in the right ways.” Katarina spoke about having wanted to 

take more risks with her final showcase but feeling it was difficult to face the possibility 

of failing because of the pressure of it being public and in front of industry 

professionals. But she said she took the risk anyway:   

[b]ecause there’s no such thing as a low-stakes… piece of theatre, you know, you 

can’t actually make things in a vacuum, and just kinda make them for yourself, like, 

you know, that’s not the way the world works. 

All of the students who spoke about perceiving pressures did also talk about having 

found ways to overcome them but it is questionable whether that pressure is inevitable 

or not.  

4.3.5 Technology 

Many of the participants described various technologies being helpful in their 

information gathering but for some it can also present a barrier. Julie had recently 
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purchased an iPad because “it’s just so… important to be able to just do your research, 

and, look at things quickly, and easily, so that it’s right there in front of you”. Students 

can do their research on their phones anywhere, as Ben described doing on his 

commute to and from LAMDA, and Ken uses his phone to store libraries of images and 

music that he uses for research and preparation. As Julie says “I think we’re all really 

spoiled with, well the fact that we can just whip out an iPhone and you can… find out 

anything you want to”. During the observation of a rehearsal where students were split 

into groups to research specific topics, all groups had at least one phone out and were 

searching for information on the internet. Josephine, the director said it was amazing to 

have access to the internet in the rehearsal room and that it made it so much quicker. 

But she did lament the loss of accidental discoveries. The price of focused searching for 

information and the speed perhaps means that students read less around their subject 

and are less likely to serendipitously find information they weren’t looking for. Chiran 

described getting lost in internet searches where one thing leads to another so would 

lead to accidental discoveries, but he found the “internet tends to discombobulate me, 

because it sends me to so many places” and he felt that perhaps some instruction on 

how to search the internet could be useful. Andreas does not like reading “big things” 

online, particularly because he finds himself getting distracted by the pop-up links and 

the like. He prefers having a physical object when reading, but doesn’t mind watching 

images on a screen. Ken says because he has dyslexia he finds it difficult to read on a 

screen, but Ben however finds it helpful to get his scripts in pdf format, because it 

means he can search for his character’s name when analysing the text.  

Some of the students described using various web-based applications to collate and 

share information and collaborate in information gathering. Katarina used Pinterest for 

all her productions to collect relevant images and articles as “that’s kind of an easy way 

to make a little bit of a visual collection,” whereas Natalie stores images in folders on 

Google Drive and therefore has access to them online. Ben described how his year 

group had several ways of collecting and sharing information through technology, both 

for class handouts, class lists etcetera but also in relation to research materials for each 

workshop and production they did:    
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So every single show we’ve done or every single project we’ve got like a LAMDA 

[WhatsApp group] for that year and then we’ve got group ones and then we’ve got 

like project ones where you can just like share stuff, and we also do like a, . . . 

Adrian . . . does like a Google Drive so we just put all the information there so we 

can all access it and stuff.  

And when a student from another year group was working on the same Restoration 

play as Ben had done, he was able to share the Google Drive folder with them: 

[S]o I just sent him, the stuff that we’d done, and then he could like read it, and it 

was all in one place, ‘cause it kinda, makes sense, like Wikipedia only gives you so 

much and you get different pages from different resources, and different bits, and 

once you compile them all in one place it makes sense to kind of like, share them. 

Having information stored online is also of benefit to Ben because he loses “stuff all 

the time”. These applications offer the students an easy way of collating information, 

having it all in one place and being able to collaborate in the research process and share 

the information they gather. 

4.3.6 Collated information - sign posts 

As the students are constantly under great time pressures, any research information 

that has already been collated for them can be of particular help. A few of them talk 

about documentaries and TV programmes being a useful source for that reason. Ben 

says: 

[I]t’s quite good that we can watch like one episode, if we haven’t got much time to 

prepare, we can watch an episode that lasts an hour and get a general idea, from 

people that have already done that work, if we just haven’t got as much time to 

prepare for it. Which is useful. 

Julie expresses a similar sentiment and says that “documentaries and videos are also so 

helpful, because… they do so much of the work for you, in that they just collate it and 

put it in something that’s easy for you to understand”. She does give the proviso that 

they are not biased and said for example that it had been hard to find a documentary 

about Margaret Thatcher that was unbiased, that they were all “how amazing she was 

or, or like “She’s a witch”, you can’t find anything that’s in the middle”. Katarina talks 

about actors sometimes only needing a “summation” of a topic, “like the Wikipedia 

article version of it might just be more useful, easier to process,” whereas sometimes, 



58 

particularly when playing a historical character, a “primary source” may be more 

relevant.  

Ben spoke about it being helpful to have signposts for research and for example 

enjoying when directors gave topics for research, “‘cause they'd just point you in the 

right direction.” He also described how he was going to get in touch with a person who 

had run a course he had previously been on who had given out a “huge print-out of 

everyone that was, who was in charge of, who, like what agents are different types and 

things like that,” while LAMDA had not given as detailed information regarding agents 

and industry contacts as “they want us to look more into it ourselves, and, that’s great, 

but I just haven’t got time to at the moment, so I’m gonna, at least this is like a template 

for who to contact”. Ben also wishes there was a more detailed reading list or signpost 

for where to go for what information: 

Be good if there was like, like, ‘cause there’s obviously so many books on like acting 

and things like that, and most of them say relatively similar stuff, be good to have 

like a, almost like a, oh, this says this, this says this, this book’s good for this, this is 

part of, if you’re doing screen these books are good, ‘cause we’ve got a lot of 

teachers that say, oh, get these two books. But you, I would never have known 

about them unless they’d have said, so it’d be good to have like a, these are good 

books for screen acting, this is a bit... these are the questions to ask, this is the 

thing that comes up quite, quite a few of them, so like, at least you’ve almost got 

like a conci, like, a concise, bit, in saying where to look from there, it’d be quite 

useful . . . and I think it’s a good thing to have, at least a, almost like a guidebook of 

like, oh look here, look here, look here. 

Julie suggested that it would be useful to have a list of places to visit in London 

related to the syllabus and “that are relevant to all the different types of theatre that 

we do here”. Only those two participants spoke about wanting more detailed signposts 

for information but it is possible that a bigger portion of students would find this 

helpful.  

4.3.7 People 

All but one of the students described seeking help from other people, -not all solely 

with regard to research, but also more generally for guidance and advice. Ben spoke 

about how helpful he had found being able to get information from his father and Julie 

from her friend, Natalie from her mother. Ken described seeking advice from the voice, 
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movement and acting tutors at LAMDA and Andreas described how helpful it had been 

meeting regularly with his tutor: 

I think having a tutor was probably the most useful thing, having somebody, that’s 

all, that knows how your process works, and knows what, what to ask you… and 

where’s your weakest link and, and question, questioning you… why you take the 

decisions you take I think is really useful. 

Stevie also had formed a strong connection to one teacher in particular who he sought 

advice from regularly. People are certainly a great help to many of the students when it 

comes to gathering information and more generally when it comes to navigating their 

studies. 

4.3.8 The Library 

I asked all participants what they found useful about the LAMDA Library and what they 

felt could be improved to get a better idea of how the Library could support the 

students in their information-gathering. 

Everyone found that having access to such a big variety of plays and theatre books 

was very helpful because it means they don’t have to go elsewhere to find them, they 

don’t have to spend money on buying those books and they find things on the shelves 

that they wouldn’t otherwise have come across. “[J]ust having access to that many 

scripts is huge, and I think not everybody realises how massive it is,” Katarina says. 

“[W]e’re really lucky to have that many bloody books man . . . not having to go down to 

the National book shop, as my like first port of call has been really helpful” says Julie. 

Ben likes that there are different versions of the same plays as “you can’t afford to keep 

on like, like to buy all these different copies of it,” and he likes that the Library has “a 

huge amount of plays that I would’ve never seen or heard of.” Similarly Natalie says 

she’s found the Library useful for reading plays and broadening her “awareness of 

different playwrights, because it’s quite easy just to like, browse, and, and find things 

that I hadn’t heard about before”. Ken says “it’s an embarrassment of riches we have 

here” and spoke about his brother who studies at a different drama school where the 

library doesn’t always have the plays he needs so he ends up having to buy most of his 

plays: 
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whereas for me I come into the library and can be like “do you do this play?” and if 

you do, great, and if you don’t “I’ll order it in,” you know what I mean, so I haven’t 

bought a play for two years. 

Chiran also spoke about the benefit of having a good collection of plays in the Library 

being that you don’t have to go out and buy them, seeing as “part of our problems 

often, we buy things or we can’t afford to buy things, or we don’t have space to keep 

them”. A few people also mentioned finding the digital resources the Library subscribes 

to helpful, in particular Drama Online Library which has hundreds of play texts available 

online as well as some contextual material, and Digital Theatre+ which is a database of 

recorded theatre performances and interviews with theatre practitioners.  

Having a quiet space to study and do research also featured heavily in the 

participants’ responses, especially for those students who witnessed the change from 

not having a Library at all to having this dedicated space. Katarina says: 

the library has made a massive difference in my experience at LAMDA, it genuinely 

has, cause I actually sort of hated it, back when I had to, it’s just so crammed in the 

student common room, so loud, and you just, like, our experience is so different 

from the actors, where like, they’re using the common room to practice their voice, 

and you’re like, “I actually need to do some work.” 

Julie, who was an acting student, also mentions not being able to work in the 

common room and the improvement in having the quiet space, and Ben says “it’s quite 

good to work in there, when you want to read and do research and stuff.” Natalie says 

it’s much nicer to work in the Library than in the meeting rooms as it’s “a really lovely 

space that there’s light in and it’s got books in it and feels like quite calm, focused 

place,” but she says it can get busy with people coming in and out and that her and her 

fellow MA Directing students had spoken about wanting to have a separate dedicated 

MA student space “that was like, just really focused and calm and where you can just 

get on with things.” A few of the students said they would like there to be more space in 

the Library. 

Ken mentioned how beneficial it had been to have access to coloured paper in the 

Library so he could photocopy what he needed on dyslexia-friendlier paper and Chiran 

spoke about how helpful it was to have a dedicated library staff member that you could 

go to for assistance with finding resources.  
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Several of the students said they would like more general reference material in the 

Library, “not only books about like drama, but like general studies, . . . different things 

of,  society and, and nature and like, yeah, more open” as Andreas said. Julie said it 

would be useful to have more documentaries “because then you could, approach the 

library for further research beyond, “I need a play, for duologues”, you know.” Stevie 

said he would like there to be more poetry in the Library and more reference for “the 

major periods of time”. He mentioned the JSTOR database that he had had access to 

during previous studies, as did Katarina. She said it would be good, “for the directors I 

think more than the actors, probably, having access to like, other… texts, things that are 

more related to the content of the play that you’re working on.” But she also realises 

that “it’s kinda hard to be like, can you have some references for every type of play 

that’s in here?” and to her “that’s obviously what every other library in the world is for”. 

A few participants mentioned it possibly being useful to receive some instruction on 

how to do research and search for information at times where it was relevant to their 

studies. Stevie said he always found it helpful to find out about “new ways and tips on 

where to go for research,” and that it might be best to have a session like that a couple 

of terms into the course, “[o]nce you start working on text”. Ben also thinks the 

instruction needs to be at the point where it’s most relevant:    

[I]t’d be useful… when you need to use it, but if it’s given in the beginning as a 

lecture I think, it’d probably gone over my head a bit, just ‘cause at the time I’m 

like, oh, ‘cause you’ve got something else on your mind and you write stuff down, 

it’s probably not going to be useful stuff.  

Chiran mentioned that getting advice on how to search on the internet could be 

helpful, especially for students. He also wondered how students could be encouraged to 

use the Library more as he felt it was a great resource:  

[I]f nothing else there is something, erm… beautiful about just sitting in and 

amongst all the books, you know, and, and I know that maybe for a younger 

generation who is used to the internet and computers much more, maybe that’s, 

that’s less of a thing, I don’t know, but there’s something about erm, just being 

able to pick something and put it on the table and go pick something else, that 

gives you the… headspace, a place dedicated to doing that. And, yeah, I don’t know 

how we encourage that. 
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There were some further suggestions to improve the library services, such as offering 

a forum to discuss and explore playwriting, having longer opening hours and staying 

open on Sundays, having more scores and films and as mentioned above, -a more 

detailed reading list that summarises what each recommended book is useful for.   
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5 Discussion 

In this chapter I will attempt to summarise the results discussed in the previous chapter 

and answer the research questions posed. References will be made to the theoretical 

background where appropriate. 

5.1 What do vocational acting and directing students consider ‘research’ to be? 

Research, for both the acting and directing students, entails whatever information 

gathering they need to engage in in order to bridge the gaps in their knowledge of the 

characters they are playing and the worlds they are creating. It is the processes they go 

through in order to flesh out characters and build pictures. This can involve finding out 

about the social, political and cultural context that those worlds and characters are set 

in, but of equal importance is a knowledge and understanding of the emotional and 

physical realities of those characters and worlds. The distance between themselves and 

the character and/or the world constitutes what Brenda Dervin in chapter 2.2.2 calls the 

gap in knowledge or understanding and is defined by the situation (1983), -in the case 

of acting and directing students what the play, production or text is and what life 

experiences and background the students bring to them. As many of the participants 

mentioned, the research process can be wildly different depending on the subject and 

form of the play or production.  

The aim for most of them is undoubtedly to get to some sort of truth, -not an 

objective truth necessarily, but a subjective one that has its roots in the students’ own 

interpretations. The acting and directing students seem to fully embrace what Dervin 

describes in chapter 2.2.2 as the subjectivity of sense-making (1983), -it is perhaps an 

inherent factor in an artist’s working process. There is no one correct interpretation of a 

character or play, but to the participants it was important that the interpretation felt 

true to them, and to their audiences. As Stanislavski is quoted saying in chapter 2.1.1; 

the result of artistic analysis should be feeling (2008b), which is always going to be 
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subjective and rooted in the individual. The proponents of Method acting discussed in 

chapter 2.1.2 also promote truth of feeling, and Uta Hagen is quoted in chapter 2.1.3 

suggesting that actors’ research should be ten percent objective but ninety percent 

subjective and provide nourishment for the imagination (2008). The theatre 

professionals in Olsen’s study in chapter 2.3.3 equally place great value on ‘emotional 

truth’ and consider it just as authoritative a source of information as any other (2010). 

The students, much like the theatre professionals in Medaille’s study described in 

chapter 2.3.2 (2010), can find it difficult to know when to stop researching and trust 

that the information they have gathered has been assimilated and the gaps bridged 

sufficiently so that a more creative process can unfold. The acting students especially 

spoke of embodying the work they had been doing, indicating that the aim for them is 

for the information they have been gathering in the research process becomes a part of 

them and of their bodies and is reflected in their bodies. Some also describe doing 

‘sensory research’ and other physical preparation which entails physically getting an 

experience that bridges a gap in their knowledge. The dance majors in Meyers’ study in 

chapter 2.3.1 similarly spoke of their research including working with their bodies in 

space (2015).  Knowing, as Olsen is quoted saying in chapter 2.3.3, “can be a matter for 

bodies, as well as for minds” (2010, p 251). 

5.2 How do acting and directing students do research? 

The students started their preparation for a production by reading the text they would 

be working on, analysing it and extracting any questions that would need to be 

answered, -gaps that needed to be bridged. Even with devised projects where no text 

was present at the beginning of the process, there would be questions posed and the 

work started by answering those questions. As both Stanislavski (2008a), Adler (in 

Krasner, 2000) and Hagen (2008) describe in chapters 2.1.1, 2.1.2 and 2.1.3 respectively, 

actors use both internal and external resources when researching for a play, and the 

same was true for the acting and directing students. They answered the questions by 

looking at a variety of sources, depending on the particular project and also depending 

on their own backgrounds and experience. Some would use their own imagination and 

experience to a great extent, but all of them would use some sort of mixture of books, 

audio-visual materials, music, images, interviews, information previously gathered and 
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online searches, most of which are similar to the sources mentioned in Medaille’s 

(2010) study on theatre professionals in chapter 2.3.2. What has not been spoken about 

in any detail in any of the literature is the kind of research described in chapter 4.2.3 as 

sensory or physical research, which can involve visiting particular spaces or having a 

particular experience. 

Not all the research or information gathering done by the students was active, as 

Wilson describes it in chapter 2.2.1 (1997), but would constitute what McKenzie calls 

non-directed monitoring in chapter 2.2.3 (2003). One student described his 

subconscious attention to things that related to his character and the play he was 

working on as a ‘blood oath’. Once engaged in a project many of the students found 

themselves encountering relevant information serendipitously, -when they weren’t 

actively looking for it. The participants in Olsen’s study described in chapter 2.3.3 how 

they would form long-term relationships with certain texts and authors they worked 

with, where they would be gathering information over a period of many years or a 

lifetime even (2010). It is possible that the ‘blood oath’ doesn’t run out after a 

production has come to an end and that characters and plays and the accompanying 

curiosity stays with people for a long time, so that even years later they come across 

some information or experience that helps bridge the gap that was once defined when 

first working on the play and informs their experience of it. This was outside of the 

scope of this study however. 

Theatre is often described as a collaborative art form and collaboration was a 

recurrent theme amongst the acting and directing students when it came to gathering 

and sharing information. This was also the case for the theatre professionals in 

Medaille’s study described in chapter 2.3.2 (2010). The participants had different ideas 

about how much control a director should have over the flow of information in a 

rehearsal room, but most of the students agreed that there needed to be a level of 

shared understanding, although this could depend on the production in question. One 

student described how his year group routinely collaborated on research on social 

media and online and many students spoke about the benefits of collaborating on 

research and discussing their findings in the rehearsal room. 
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Wilson is quoted in chapter 2.2.1 describing the potential barriers to information 

seeking individuals can face (1997), some of which the participants reported 

experiencing. Economic situation was one of those, as many students reported lack of 

money being the reason they were unable to get hold of a certain source or visit a 

particular place for research.  Time was another factor that often got in the way of 

students being able to do the amount of research they wanted to and interestingly this 

was also the case for both the students in Meyer’s study in chapter 2.3.1 (2015) and the 

professionals in Medaille’s study in chapter 2.3.2 (2010). Wilson does not speak of 

Specific Learning Differences per se, but this came up as a barrier for two of the 

participants in the current study. Wilson also speaks about organisational and cultural 

factors being able to influence an individual’s information behaviour (1997) and based 

on some of the participants’ descriptions of the pressures they experience being at 

drama school, this may be the case at LAMDA. The time pressure and emotional 

pressure to succeed negatively impacted some of the participants’ learning experiences, 

although most of the students who mentioned going through difficult times described 

having gotten through those difficulties and having a positive outcome.  

5.3 How can a drama school library support its students in their information 
gathering? 

There may not be much that a drama school library can do to remove the pressures that 

students face during their studies, but based on the interviews with acting and directing 

students, there are several things that the library could do to perhaps relieve some of 

those pressures and barriers they face to conducting research. 

Having a large collection of plays and theatre books was unanimously a welcomed 

feature of the library as it meant that students didn’t have to spend money and time to 

purchase plays and it also allowed them to discover texts they otherwise would not 

have known about. Offering a quiet space where students could focus and do research 

was also appreciated. Many of the students would like the space to be bigger and one 

wanted to have somewhere even more peaceful to work. 

Because of the time pressures many of the participants mentioned, summarised 

information such as that found in documentaries could be particularly helpful and the 

library could invest in more such material as well as developing signposts to information 
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that the students require. For the LAMDA students it might be of particular use to 

signpost places that are beneficial to sensory research as this is something that standard 

library resources traditionally do not encompass. The performing arts students in 

Meyer’s study in chapter 2.3.1 also expressed that lack of time was a barrier to their 

research and that summarised information was useful. Those students also expressed 

the need to get targeted library instruction at the point where it is needed, rather than 

at the beginning of a year when the information they receive is likely to be forgotten 

(2015). The acting and directing students expressed the same sentiment and the library 

could look to develop more project-focused library instruction in partnership with the 

teachers and directors at LAMDA.  

Many of the students felt there was a lack of reference materials in the library and 

although some of them said it was understandable that the drama school library 

couldn’t hold reference material for every possible play or production that was to be 

put on, the library could potentially provide more of this kind of material in the form of 

online journal databases. There is always an issue with space and funding in libraries, 

but there may be some open access online solutions which the library could investigate 

and introduce to students that would not impact on space or budgets. 

One of the students who had a Specific Learning Difference found having access to 

coloured paper in the library helpful and the library could carry on providing this 

service, but the other student with a SpLD found that they could not always use library 

books because they liked being able to underline text. As students with print disabilities 

such as dyslexia are allowed to photocopy text if an accessible copy is not commercially 

available and libraries are allowed to make copies for disabled persons, (Diver and 

Schafer, n.d.) the library could perhaps guide students with SpLDs better and inform 

them of this option.   

Technology was a major feature in the students’ research process with most of them 

using the internet, their phones, computers or tablets and applications such as 

Pinterest, WhatsApp and Google Drive when conducting and collaborating on research, 

storing and sharing information. The library and LAMDA as an institution could do more 

to meet the students at those forums and facilitate the information gathering and 

sharing. Since starting this study some attempts have been made by the library to 
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collate for students class handouts and other materials and publish online so they can 

access them anywhere, but the platform used is not ideally suited to this and uptake 

has not been great, neither by the teachers supplying the learning materials nor the 

students accessing the platform. There are now discussions of implementing a Virtual 

Learning Environment which would be a better forum to fulfill some of the functions 

that the students may require, such as providing an online space where they can share 

the research they are working on and having all the information they need about their 

classes collated in one place, but it is important that both students and teaching staff 

are consulted when designing the platform so that it can actually be of use. It is also 

important that the system is equally accessible on all the different platforms that the 

students use; their laptops, tablets and especially on their phones, as that is where they 

do most of their work.   
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6 Conclusion 

This qualitative study is based on interviews with seven acting and directing students 

and an acting tutor as well as an observation of a rehearsal at LAMDA and has looked at 

what acting and directing students consider ‘research’ to be, how they do research and 

how a drama school library can support its students in their information gathering. 

Vocational acting and directing students are a group whose information behaviour has 

not been researched much before and the intention is for this study to shed some light 

on their lived experience. As the study sample is small and the participants all affiliated 

with one particular institution, it would be unwise to generalise about the experience of 

all acting and directing students based on this qualitative study. It does however 

provide new insights which may be of value to anyone working in the education and 

training of theatre artists. 

The participants reported beginning their research by analysing the text they were 

working with, when working with text, and defining their gaps in knowledge by teasing 

out the questions they had around the characters and worlds the were working on. The 

process was different every time as the characters and worlds were different and their 

gaps in knowledge varied each time, depending on the individual in question. They may 

need to find out about the social, political, cultural, emotional and/or physical aspects 

of the characters and worlds and the sources they used for their research also varied 

greatly. Their research might involve reading books, journal articles or online forums, 

watching documentaries and films, listening to music, looking at images, using their own 

experiences or information previously gathered, interviewing people or doing sensory 

research and getting a physical experience of some sort. Physical and emotional 

information and inspiration is of equal if not higher importance to acting and directing 

students than objective facts. The aim is to convey some form of subjective emotional 

truth or truth of feeling to an audience. Their research was not solely active, but they 
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were also engaged in non-directed monitoring whereby they would pick up cues 

relevant to their projects from their environment even when they were not actively 

seeking it. Collaboration was also an important element of the research process for 

many of the students, although sometimes they would experience some tension 

between how much control the director should have over the research process and how 

much responsibility the actors should take. 

The students experienced some barriers to their ‘research’, -lack of time and money 

being the biggest ones. A drama school library could support the students’ information 

gathering by providing relevant resources, a quiet space to work in, library instruction at 

the time of need and collated information and signposts to relieve some of the time 

pressures the students face. The library and the institution as a whole could also do 

more to meet the students at the forums and in the form they are already 

communicating, that is online and on the go.  

LAMDA has already made some efforts to improve students’ access to information 

with an online repository of documents, but so far uptake has not been widespread. It is 

important that any future projects on Virtual Learning Environments involve the 

students and the staff using the platform and that their needs and wishes are at the 

heart of the decisions made. Perhaps this study can be of some use in establishing an 

idea of how acting and directing students do research and therefore what their 

information needs may be, not only for LAMDA’s Library, but for anyone working with 

vocational acting and directing students. The study has focused quite specifically on the 

research process surrounding productions and not on the more general information 

behaviour that acting and directing students may engage in during their studies, such as 

their information needs surrounding housing, finance or nutrition, nor did the study 

include technical theatre students whose information needs surrounding productions 

may be quite different from the acting and directing students’. More research needs to 

be done on that group and the wider information behaviour of students at vocational 

drama schools. The current study can hopefully serve as a foundation and inspiration 

for further research to come. 

I found it quite inspiring -and perhaps a little daunting for a librarian who is forced to 

a certain extent to work within a system- to see how varied the ways students approach 
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to research is and how many different sources they seek out information from. In 

particular I found the sensory research they engage in exciting and feel it would be a 

fruitful avenue for further research. How do our bodies learn and how do we process 

information through our senses? The same can be said for the blood oath that one of 

the participants speaks of. How do we carry certain questions or information needs with 

us through long periods of time or even a lifetime? Lastly I found the way the students 

collaborate with each other and seek out help from other people of great interest. They 

see theatre as a collaborative art form and information gathering can be collaborative 

just as much as creativity can. The ways they have found to share information, 

especially through technology, should  certainly be of interest to anyone working within 

the field of information science. I thank the students and staff at LAMDA for giving me 

inspiration and an idea of how to move forward. 

   

 

____________________________________ 

Melkorka Óskarsdóttir 
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