
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 

 
 
 
 

Love on Blue Canvas, 1890 
 
 
 

By The Blue Moon Theatre Company 
 

Applicant: Tara Morgan 
 

Report prepared for the Lord Rootes Memorial Fund in partial fulfilment of the conditions 
of receipt of an LRMF award granted 2018. 

 
Performed at the Edinburgh Fringe Festival, August 20th-August 25th 2018. 

 
 
  



	

2	

 
LIST OF CONTENTS 
 
LIST OF ILLUSTRATIONS 
 
INTRODUCTION  
 
PRODUCTION DIARY 
 

PRODUCTION TIMELINE   
 
PRE-FRINGE 

VENUES……………………………………………………………….6 
ACCOMMODATION…………………………………………………7 
FUNDING………………………………………………………….....8 
REHEARSAL PROCESS AND PERFORMANCE…………….9 
MARKETING AND DESIGN……………………………………..12 
FUNDRAISING………………………………………………………17 
INSURANCE………………………………………………………….19 
HEALTH AND SAFETY……………………………………………19 

 
THE FRINGE ITSELF 

ARRIVALS……………………………………………………………20 
FLYERING……………………………………………………………20 
THE SHOW……………………………………………………………22 
REVIEWS………………………………………………………….....22 

 
FINANCIAL BREAKDOWN 

SUMMARY……………………………………………………………23 
OUTOGOING………………………………………………………….24 
INCOMING……………………………………………………………24 
FULL SALES REPORT……………………………………………..25 

 
RECOVERY AND WHAT’S NEXT………………………………………………..27 
 
APPENDIX…………………………………………………………………………….29 
 

 
 

 



	

3	

LIST OF ILLUSTRATIONS 
	
Actor Tom Fletcher (playing the Gallery Owner) at our tech rehearsal at 
theSpace on North Bridge 

6 

The cast and director Leo Han at a Week 6 rehearsal 10 
Actor Dillon Rix (playing Jacob Capello) and Leo Han at a rehearsal 10 
Actor Charlie Coombes-Roberts (playing Alfred Amberley) as part of a series of 
promotional photos taken at Birmingham Art Gallery 

11 

Actors Joshua Folley (playing the younger Jacob Capello) and Charlie 
Coombes-Roberts performing at the Warwick Fringe 

12 

The publicity image of three hands used in the Edinburgh Fringe programme, 
website and on our flyers, taken during the December run 

13 

Blue Moon Theatre Company Logo designed by Phil Crow Photography 13 
Both sides of the flyers designed by Phil Crow Photography 14 
Co-writer Chlöe Standen and actor Joshua Folley model our t-shirts for 
Instagram 

14 

Co-producer Scarlett Crow sets up the easel and frame during our tech rehearsal 16 
Actors Liza Greenhalgh (playing Georgina) and Tom Fletcher perform during 
our fundraising social. 

18 

A screenshot of the Instagram advert for our fundraising social 18 
Actors Dillon Rix and Charlie Coombes-Roberts pose with the inflatable frame 
we used for flyering on the Royal Mile 

21 

Some of our cast and crew prepare to flyer on our first day in Edinburgh 21 
Stage manager Ashleigh Green, actress Kirsty Dolby (playing Jemima Barton) 
and co-writer Chlöe Standen make adjustments to Kirsty’s costume during our 
tech rehearsal 

22 

Our cast and crew on the last night in Edinburgh 27 
Actors Kirsty Dolby, Liza Greenhalgh, Joshua Folley, Dillon Rix and Charlie 
Coombes-Roberts at their first rehearsal 

28 

  



	

4	

INTRODUCTION 
 
In December 2017, Love on Blue Canvas, 1890 was performed in Warwick University’s 
Humanities Studio to an audience of about a hundred people over two nights. Initially 
funded by Freshblood New Writing, the play began as a passion project for the writers, 
Tara Morgan and Chlöe Standen, partly inspired by a wider discussion about art and the 
obscurity of history, particularly that of LGBT figures.  
 
The titular painting at the heart of the story depicts an engaged couple at the end of the 
19th century. A hundred years later, the painting hangs in a gallery, its story has been lost 
and the artist is unknown. Our play is split between the 19th and 21st centuries, revealing 
the truth behind the painting at the same time as the interpretations of various gallery 
visitors. Although, in the modern day, the painting is received as an expression of the love 
of the depicted couple, the 19th century scenes reveal that the artist was in love with his 
male subject and in a relationship with him several years before the play starts.  
 
At the time of submitting this response, the play has expanded far beyond our original 
expectations. We have performed for a week at the Edinburgh Fringe Festival to 
exclusively positive audience response and we are preparing for a debut in a professional 
theatre in London this December. We have formed a theatre company, The Blue Moon 
Theatre Company, and intend to continue making work. The Lord Rootes Memorial Fund 
allowed us to make our professional debut without the financial risk that a completely self-
supported project would entail.  
 
This report will outline how the play has developed over the past year. We will also explain 
how the funding from the Lord Rootes Memorial Fund was essential to our experience and 
detail the various successes and challenges of our Edinburgh Fringe run and what this 
allowed us to achieve as individuals and as a company. 
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PRODUCTION TIMELINE 
   
Date  What Happened 
October 01 

08 
19 
20 
20-22 
21-22 
22 
29 
29 

First Draft of Script Complete 
Freshblood Application 
Freshblood Confirmed 
Facebook Page Created 
Auditions Advertised 
Auditions Held 
Casting Finalised 
Cast Announcement on Social Media 
First Read-Through 

November 01-30 Rehearsals 
December 03-4 Freshblood Performance 
January 22 Lord Rootes Funding Application Submitted 
February 14 

23 
23 

theSpace Venue Confirmed 
theSpace contract signed 
First deposit for theSpace paid 

March 14 
14 
29 

Edinburgh Fringe Discounted Registration Deadline (missed) 
IATL Fund Application 
Lord Rootes Funding confirmed 

April 30-3 
30 
13 
27 

Auditions Advertised 
Instagram and Twitter accounts launched 
Edinburgh Fringe Registration Fee Paid 
IATL Fund Rejected 

May 02-3 
03 
04 
04 
04 
09 
12 
12 
25 
29 
29 

Auditions for Re-Cast Held 
Lord Rootes Funding received 
Re-Calls  
Casting Finalised 
Warwick Fringe Application 
Accommodation Deposit Paid 
Opportunity Fund Submitted 
Cast Announcement on Social Media  
Second deposit for theSpace paid 
Opportunity Fund Rejected 
SU Project Fund Submitted 

June 02 
06 
06 
07 
09 
11 
14 
21  
23 
23 

First Re-Draft of Script Complete 
Edinburgh Fringe Fesitival programme Announced 
Tickets Released  
Intensive rehearsals begin 
Birmingham National Gallery Trip/Photo shoot 
SU Project Fund Rejected 
Script Complete 
Fundraiser event in Leamington Spa 
Warwick Fringe performance 
Final Accommodation Deposit Paid/Confirmed 

July 02 
16 
16 

Final deposit for theSpace paid 
Featured in an article in the Coventry Telegraph 
Featured in an article in The Boar 

August 15 
16 
18 

Director Leo Han interviewed by West End Wilma 
Featured in an article in The Boar 
Travel to Edinburgh 
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PRODUCTION DIARY 

 
PRE-FRINGE: VENUES 
 

Most of the money awarded to us by the Lord Rootes 
Memorial Fund went on the venue fees. Finding a 
venue was one of the biggest challenges we faced. We 
realised that as an emerging theatre company, 
comprised entirely of students, we would have to 
focus our search on smaller capacity locations, 
seating between 40-70 people.  
We applied to a variety of venues throughout January 
and February, including ZOO, Greenside, Pleasance 
and theSpace.  
 
The Pleasance venue had minimal tech capability and 
we received advice from Warwick graduates who had 
performed there a few years previously against 
Greenside. We received an offer from theSpace for the 
Perth Theatre in their North Bridge venue for a five-
day run for £850 not including VAT. This was the best 
cost offered to us, significantly lower than either 
Greenside or Pleasance. The audience capacity for the 
theatre was 50 people and our time-slot was 19:00 to 
20:00 every night. Before beginning our run, we were 
advised that the average Fringe audience was 4 and 
not to be disheartened by empty seats. However, our 
audience numbers were above 20 people every night 
and we sold out on our final performance. 

 
Advice: Make sure to talk to different venues and do think carefully about things like 
location and time slots. We were performing in a temporary theatre set up inside the Hilton 
Hotel, just off the Royal Mile. This central location and the time slot seemed to encourage 
people who might have otherwise been on the fence. We met a few companies who were 
having trouble finding an audience because they were performing in the early morning, or 
because their venue was out of the way. 
We had a slight challenge of our venue Director being slightly ‘rude’ and unforthcoming, 
and while we were given a contract with proof of payment required, we were not sent any 
invoices or confirmation of payment once signed. To avoid this we recommend asking for 
evidence of receival of proof of payment from the venue written into the contract of 
agreement. 
 
 
 

19 
20-25 
/--27 

Tech Rehearsal 
Performances 
Departure Dates 

September 
 

13 
28 

Box office returns from theSpace 
Box office returns from the Fringe 

November 26 Deadline for Lord Rootes Memorial Fund report 
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PRE-FRINGE: ACCOMMODATION 
 
Accommodation was always going to be one of the biggest financial costs of going to 
Edinburgh so we budgeted accordingly. Due to the scale of the Fringe, the best 
accommodation is usually snapped up within the first few months of the year.  
 
We initially looked at the rental sites provided by the Fringe website to help theatre 
companies, however, upon further inspection, the properties were far out of our given 
budget. We looked elsewhere and finally decided on a property we found on the website 
AirBnB. After contacting the owner, we found that the property was also owned by a rental 
agency, Rent Locally. We decided to rent the property through the rental company as it 
allowed us to pay in instalments, giving us time to raise money through JustGiving and 
fundraisers.  
 
When looking for a property to rent for the 10 days we were in Edinburgh, we factored in 3 
key things: 
 
Location 
Distance to our venue and key marketing sites were massive factors taken into 
consideration when looking at properties. Fortunately, our venue was next to the Royal 
Mile, the central hub of flyering for the Fringe so we didn’t need to find a property that was 
in the middle of two sites. Our co-producer Scarlett Crow’s knowledge of the local area 
proved vital in knowing if the property was in a good location. We found our flat a 15-20 
minute walk from the venue and the Royal Mile. The property was also a short walking 
distance to many other venues for our cast and crew to go watch other performances in 
their free time.  
 
Size 
We always knew size was going to be a slight issue as the chances of finding a 13 bed 
property quite late on in the year for a price within our budget were slim. We compromised 
by trying to find a property with a minimum of 6 beds for the actors, as they would require 
the most rest to be able to perform everyday. The rest of the crew agreed to sleep on 
airbeds and sleeping bags. The property we decided on had the required 6 beds with plenty 
of space in each bedroom to accommodate 2 other occupants on airbeds, and extra space in 
the living room just in case. 
 
Accessibility  
This factor was more a luxury than a necessity. Our show had quite a few pieces of big set 
that were cumbersome and, in an ideal world, a ground floor property would have been 
perfect. Also, after a long day of flyering and putting on a performance, the last thing 
anyone wants to do is climb three flights of stairs. However, with the price, location and 
size, we were more than willing to compromise on this one factor. 
 
Advice: When living in a small space with a lot of people, things inevitably get messy and 
unfortunately things also get lost so try and assign a space for everyone to place their 
belongings in, and possibly do a roll call to make sure no props or costumes go missing. 
Also, if the property provides multiple sets of keys, its good practice to pair people up and 
assign them keys that they are responsible for. Have them sign a written document that 
holds them responsible to the replacement fee if they are lost. This prevents keys being 
lost and makes sure everyone has access to the property. 
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PRE-FRINGE: FUNDING 
 
Our fundraising campaign consisted of the following: 
 
Lord Rootes Memorial Fund 

Description: A fund aimed at Warwick students to encourage personal development 
by financially supporting their projects 
Application Process: Written application submission followed by a interview panel 
Conditions: Submission of a written report detailing the funds expenditure, 
Amount Rewarded: £3000 

 
IATL Festival Fund 

Description: A bursary offered to students taking performance projects off campus 
to festivals, aimed at funding, travel, accommodation, props, costumes etc. 
Application Process: A short written application form 
Conditions: N/A 
Amount Rewarded: Unsuccessful  
 

Opportunity Fund 
Description: Provides bursaries to clubs, societies and students to help fund extra-
curricular activities 
Application Process: A short written application form  
Conditions: N/A 
Amount Rewarded: Unsuccessful 
 

SU Project Fund 
Description: Money distributed by the student council to students wishing to run 
projects of all varieties  
Application Process: A short written application form and subsequent interview 
Conditions: N/A 
Amount Rewarded: Unsuccessful 
 

JustGiving  
Description: An online funding platform that allowed for the public (family & 
friends) to send us donations. 
Target Amount: £500 
Amount Raised: £552.98 – JustGiving charged a 5% fee, and along with processing 
costs, £38.06 was taken as commission. 

 
Fundraiser Event 

Description: A fundraiser was held in Temperance, a local arts café in Leamington 
Spa that allowed us to fundraise free of charge via live music, face paint, tarot 
reading and a raffle, along with any kind donations. 
Target Amount: £50 
Amount Raised: £70.25  
 

Warwick Fringe 
Description: A drama festival showcasing the university’s talents that gave our 
actors the chance to rehearse in front of a live audience. 
Target Amount: N/A 
Amount Raised: £23 
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PRE-FRINGE: REHEARSAL PROCESS AND PERFORMANCE 
 
Casting 
 
For the December, 2017 run we were a team of twelve: six actors, two stage managers, and 
the production team, which consisted of a collaborative effort between the director, 
producer and the two writers. For Edinburgh, we expanded, introducing a co-producer to 
help Scarlett stay on top of all that was required to organise a week-long production at the 
Fringe. This was not a decision to be taken lightly, as it would mean we had to stretch the 
limited budget we had to cover another person. However, because the workload was 
immense and also had to be undertaken alongside exams and essays in term 3, we decided 
it was worth the extra financial pressure. We had a shortlist of three candidates and 
settled on Kirsty Hamilton, a third-year English and Creative Writing student. Although 
Kirsty did not have any experience producing a show before, her organisational skills, 
punctuality and optimism immediately made her an imperative part of the production 
team. Kirsty was in charge of organising the actors, setting up the rehearsal schedule and 
also took charge of handling insurance and health and safety. Scarlett handled the 
finances and the budget. Splitting the work like this turned out to be a good idea, making 
sure that everything got done and that there were clearly designated people who could 
receive questions from other members of the team.  
 
We were lucky that nearly all the cast and crew from the original production of Love on 
Blue Canvas, 1890 wanted to be part of the Edinburgh production but we had to recast two 
parts because of the actors’ prior commitments. We held auditions in the first two weeks of 
Term 3. Recasting two parts presented a challenge: not only did the actors have to be able 
to withstand the pressure of the Fringe environment; they also had to have good chemistry 
with the rest of the cast. 
 
To meet these requirements, our director, Leo Han, split the rehearsal process into two. 
The first set of auditions happened in front of a panel made up of the production team. Re-
call auditions were held with one of the actors from the previous run – Charlie Coombes-
Roberts, who plays Freddy Amberley. We were casting for the main character, Jacob 
Capello, and Freddy’s fiancée, Jemima Barton. However, one of the actors from the 
December production, Dillon Rix, auditioned for the role of Jacob. His audition was great, 
and the fact that Charlie and Leo had both worked with him before in the original run 
meant that everyone was confident with his ability to handle the pressure the role meant: 
Jacob is the only character who never leaves the stage for the whole fifty minute 
performance. We cast another actor, first year Theatre student Tom Fletcher, in Dillon’s 
previous role as the Gallery Owner, and first year English and Theatre student Kirsty 
Dolby as Jemima.  
  
Rehearsals 
 
The official cast and crewmembers for Love on Blue Canvas, 1890 were announced on 
social media in early June and soon after rehearsals began. Through the online website, 
Doodle, the cast could input their availability and then from that the production team 
could book out the best rehearsal times. 
We had a limited time frame of only 10 weeks – the duration of Term 3 - for our rehearsals, 
and had to take into consideration the exam schedules of both the actors and the 
production team. When Term 3 was over, the whole company would move back home and 
be spread across the country, making rehearsals near-impossible. As a result, we had to 
have a high-frequency of rehearsals, ranging from one to three times a week. 
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Initially we began with whole cast 
rehearsals. The cast for Love on Blue 
Canvas, 1890 had altered since its first 
performance at Warwick University and a 
co-producer, Kirsty Hamilton, had been 
added to the production team. Initially, 
rehearsals were to build a rapport with the 
whole group and to introduce everyone to 
the director’s vision of the play. World-
building exercises were carried out where 
actors were encouraged to explore their 
ideas of settings from the script; ideas were 
set out on brainstorms, which were then 
sent to each cast member to make sure 

there was a universal vision of the play.  
 
As time progressed, rehearsals became more selective, focusing on particular scenes, 
which only required certain actors to be invited. This was the most efficient way of 
rehearsing. It ensured that cast members weren’t drawn away from script-learning 
without good reason; everyone was still studying at the university, so we also had to bear 
in mind that studies were being carried out alongside work for the play. By limiting the 
number of people needed for each rehearsal, there were also fewer restrictions on timings, 
as we did not have to wait for all 13 members of the cast and crew to be free at the same 
time. 
 
Scripts were undergoing frequent changes through May and June so live-versions were 
sent out to the actors on their phones. This way we ensured they always had access to the 
most recent changes and did not have to worry about altering physical copies. The entire 
blocking process was carried out during Term 3. A large focus of our director was staging. 
As our venue at the Fringe featured audience sitting on three sides of a rectangular stage, 
sight-lines were a key aspect of blocking. His investment in blocking meant that, when it 
came to the performance, we could ensure that the audience members were getting the 
best experience of our play. 
 
Although the entire play was 
successfully rehearsed before the 
end of Term 3, the cast and crew 
reunited twice before the Fringe 
began. This was to ensure that the 
script and staging was still fresh in 
the actors’ minds and that certain 
details, such as the cues for our two 
stage managers, were organised 
before the real performance.  
 
The University was still open during 
one rehearsal on the 25th of July; we 
utilised the free booking service to 
save money and held a rehearsal for 
the two main actors so they could practice with newly-acquired props. Another rehearsal, 
this time in London, was arranged the week before we left for the Fringe. As Warwick was 
closed, we searched for a cheap but practical venue in London. We decided on this location 
as it was easy for everyone to access and provided a plethora of potential venues. The 



	

11	

BonaFide studio was used at a rate of £30 in total for 6 hours. We felt it was important to 
get this final rehearsal in before Fringe so that everyone could enter our run of Edinburgh 
performances feeling confident.  
 
Throughout the rehearsal process, the production team was collaborating and using the 
rehearsals as chances for advertising and marketing. Pictures of the cast rehearsing were 
uploaded to social media – such as Instagram or Facebook - to consistently remind 
followers of the project. These pictures frequently featured a countdown of days until the 
Edinburgh Fringe to build anticipation, or the official Edinburgh Fringe hashtag - 
#intotheunknown – to make our play accessible to those interested in perusing posts 
concerning the Fringe.  
We also used a skilled photographer during rehearsals. A challenge we encountered was 
the cost of professional photographers. We wanted to use the rehearsals as a chance to 
gather promotional content, but we realised that professional photographers charge 
considerable fees. With more demanding costs such as accommodation and costume far 
more important, we looked for someone willing to take pictures for free. From advice from 
other production crews at Warwick, we were told to look amongst university students for a 
photographer. Co-producer Kirsty Hamilton eventually solved the problem, finding 
amateur photographer Minhaj Ahmed. Minhaj had previously expressed an interest in 
experimenting with pictures and was in possession of a professional camera. He did not 
require payment, only asking for photography credit in our social media posts. Minhaj 
attended some rehearsals in the last weeks of term, as well as the performance at the 
Warwick Fringe and our fundraising event at Temperance (both detailed below), to take 
pictures which he then edited to bring them to their full potential. We posted them on 
social media. 
 

We were also keen to take a variety of 
photos of the cast in costume before 
Fringe. These pictures could then be used 
for promotional materials to flyer with 
and to send to various publicity 
companies. Due to our previous work with 
Minhaj, we asked him to take pictures to 
reinforce the image of professionalism and 
high quality we wanted to project. 
 
We visited the Birmingham Museum and 
Art Gallery as it was close to the 
university and thus did not present 
another large financial demand on the cast 

and crew. We initially wanted to visit Oxford for the pictures but the expense was too great 
for the cast and crew and we could not afford to take money for travel away from our 
already-tight budget. However, we were determined to do the photoshoot as it would aid us 
by once again providing a series of professional images for the play. All the cast came in 
costume and were photographed in different scenarios, providing a plethora of resources. 
As the play itself centres around a portrait, the venue was very appropriate to the central 
themes of perception and art. 
 
 
Warwick Fringe 
 
We were invited to perform at the Warwick Fringe on June 23rd, 2018. We were glad for 
the opportunity; not only was it a chance for us to take part in showcasing all Warwick has 
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to offer its students interested in theatre, it also gave us a more immediate date to work 
towards than the Fringe.  
 
We performed in the SU atrium on a 
temporary stage set up for the event. It was 
a challenging performance: the acoustics 
and all the background noise from 
prospective students and their families 
meant that it was difficult to hear the 
actors unless you were on the balcony 
above. There was no tech and we were 
given a half-hour time-slot for a fifty-
minute show. This meant some cuts for the 
production team. We decided to perform a 
pseudo-showcase, taking some of the 
scenes and bringing our director, out in 
between them to explain what was going on and also provide some information about the 
behind-the-scenes choices: costume, blocking, changes to the script, the rehearsal process 
and so on. Although this meant the performance was strikingly different to either our 
December 2017 run or our Edinburgh one, it did mean we got a rare opportunity to 
highlight the other, off-stage roles that went into making the play happen – the stage 
managers, the costume and set designers, as well as the director, producers and writers. 
 
Advice: If given the opportunity to perform your show before the Fringe, definitely take it. 
The environment created by performing to an audience is different to the rehearsal 
process, and so it draws attention to things that need fixing that might pass unnoticed 
otherwise. 
 
PRE-FRINGE: MARKETING AND DESIGN 

 
Marketing was always going to be a key factor in our ticket sales and advertising of the 
show, and with the strong competition we faced due to the sheer number of shows 
available at the Fringe, our design needed to stand out from the crowd. 
 
 Our first port of call was to create a social media presence. With our previous run at the 
university having already generated a healthy amount of publicity on our Facebook page, 
it was simply a matter of updating our page and advertising our future presence at the 
Fringe. Instagram and Twitter accounts were created and linked to our Facebook page to 
get started with advertisements. These accounts proved crucial in our marketing 
campaign while we were at the Fringe as they allowed us to show the public were we were 
flyering and what we were doing day-to-day. Screenshots of our social media pages can be 
found in the Appendix. 
 
  
 
 
 
 
Previous marketing images we had left-over from our first run were initially used to 
advertise our performance, although we kept the images ambiguous until such as time as 
our cast had been finalised.  
 

FACEBOOK            @LoveonBlueCanvas 
INSTAGRAM: @bluemoon_tc 
TWITTER:  @blue_moon_tc 
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Our decision to have our marketing designed by Phil Crow Photography (father of co-
producer, Scarlett Crow), as well as providing a massive financial gain because it was done 
free of charge. Although we paid for the printing, this sum was encompassed in one invoice 
at the end, meaning we could spread out our expenditure rather than losing all our money 
at once. 
 
Publicity Image 

 
Our publicity image is the first thing the audience will see in the 
Edinburgh Fringe programme, as well as featuring on their 
website so it had to be attention grabbing. We decided to use an 
image from our December run – a painted hand holding two 
others over a sheet of blue velvet. The bright colours should draw 
the eye, and it combined some of the play’s key elements, as well 
as alluding to the love story at its heart. This meant we also used 
the image in the rest of our marketing; the consistency was key in 
strengthening our campaign and making sure we didn’t confuse 
our audience.  

 
Theatre Company and Logo 
 
When we began to research registering with the Edinburgh Fringe, 
we discovered that we needed a theatre company name and logo. 
We came up with the name ‘The Blue Moon Theatre Company’ The 
decision was made of ‘The Blue Moon Theatre Company’ as an 
homage to the show’s title. Our logo design was created by Phil 
Crow Photography, free of charge, who kindly provided multiple 
designs for our perusal. The design we settled on was chosen 
because of its simplicity, which allowed us to incorporate it on 
many different things, from t-shirts to flyers.  
 
Flyers and Posters 
 
Our flyers and posters were kindly designed by Phil Crow Photography, free of charge. We 
came up with a list of things that were important to include:  
 

• Title of production 
• Publicity image 
• Company logo 
• theSpace banner 
• Venue number 
• Dates, time, ticket prices, age restriction and duration 
• Required logos (Warwick University, Freshblood Society, Lord Rootes Fund, 

Edinburgh Fringe, theSpaceUK) 
• Social media links 
• QR code linked to ticket site 
• Eye catching image to break monotony on reversal of flyers 
• Writers names 
• Banner advertising our receipt of the Lord Rootes Fund  
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We decided that 5000 flyers and 250 posters would be sufficient for a week’s run at the 
Edinburgh Fringe after talking to people who had previous experience at the Fringe. These 
were ordered through Phil Crow Photography. 

 
T-Shirts 
 
Our initial marketing strategies didn’t involve t-
shirts, but upon further reflection we decided 
that they would strengthen our advertising 
campaign and provide the cast and crew with a 
memento. Designs were created by Phil Crow 
Photography free of charge. We decided that a 
royal blue t-shirt with white font would be the 
most eye-catching and still in-keeping with the 
aesthetics of our design. The cost of t-shirts 
increases vastly with how many ink colours are 
required as that requires the creation of 
additional screens, so the number of different 
colours was kept to a minimum. This was done 
through clever design, with the titular ‘1890’ 
printed within the paint stripe and our logo, due 
to its flexibility, coloured white along with the 
writing. 
 
As with our flyers and posters, we wanted to 
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include certain information on our t-shirts that might encourage potential pundits to come 
and see us:  
 

• Title of production 
• Company logo 
• ‘Paint stripe’ in lieu of the publicity image which would have required further 

screens and hence would have been more costly 
• Dates and time 
• Venue logo 
• Venue & venue number 

 
Costume 
 
One of the biggest things to come out of the Warwick Fringe was a clearer image for 
costume. 
 
Seeing the costumes on the stage for the first time showed they needed to be altered before 
the Edinburgh Fringe. The biggest changes to be made were to the women’s costumes in 
the nineteenth-century scenes, as we felt they looked too modern. Finding Victorian 
clothing was considerably more expensive than making it ourselves, therefore our 
costume designer, Chlöe Standen, ordered original Victorian clothing patterns to create 
our own. She chose to go for a French fan skirt to fit the fashions of the late 1800s.  This in 
itself posed many challenges as the ways in which clothing is made has changed 
considerably overtime. The construction of a skirt and jacket for actress Liza Greenhalgh’s 
character, Georgina, took around two weeks due to the amount of alterations that were 
required. For example, the sleeves had to be re-stitched several times to fit. Victorian 
sleeves tend to have a sharp curve at the elbows but this had to be tailored precisely to 
Liza’s own arms. The costumes also needed added lace and other trimmings to make them 
appear to belong to women of a high class. The intricacy of these details added another few 
days to the completion of each garment. Furthermore, our commitment to authenticity 
meant that Chlöe had to adapt each item of clothing to work on-stage. This meant the 
addition of hooks and eyes to allow quick changes in and out of costumes, as well as 
checking the women’s costumes thoroughly to make sure they would not be see-through 
under stage lighting – a concern because they were made of lace and thin, white material. 
Liza was playing multiple roles in both the nineteenth and twentieth century scenes, which 
meant she had to change costumes frequently, having to wear modern day clothes 
underneath her Victorian ones. This posed another challenge: 2018 was a very warm 
summer from May onwards, and particularly with the actors performing under stage 
lights, we had to take precautions to make sure they wouldn’t overheat. She wore shorts 
and a t-shirt underneath her costume which solved both the problem of her shirt being see-
through and her shorts kept her cool. Our costume designer spoke to several professional 
costume designers who specialised in period costume in order to choose the best material. 
It had to be heavy enough look authentic but not so much so that it became stiff and 
unmoveable. She then researched the best and most affordable place to buy the rolls of 
material, eventually finding House of Fabrics in Luton. 
 
Kirsty’s costume (playing Jemima Barton) consisted of an off-white lace dress that we 
managed to order online. The skirt on the dress was too short for an upper-class Victorian 
lady so Chlöe created a second skirt to go underneath, lined by netting to give the skirt a 
larger circumference and more body. The second skirt was a pale blue in order to tie in 
with the themes of the play and this was accompanied by a blue sash of the same material 
that went around her corset.  
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Luckily, the male company could source most of their costumes from their own wardrobes. 
The main issue with the costumes was acquiring a tailcoat for Charlie Coombes-Roberts 
(playing Freddy Amberley). After doing a lot of research into the Victorian era we learned 
that upper class men would have worn tailcoats on important occasions thus it was 
important we had one for Freddy. We had run out of time to make our own and could not 
feasibly buy one as they are very highly priced. Luckily, Chlöe was able to contact the Vallé 
Academy of Performing Arts, who very kindly allowed us to rent one from their own 
costume storage.  
The last major part of costume construction was for the end scene when each character 
comes out and changes from period costume to modern day costume on stage. Liza, Josh 
and Kirsty had already changed out of costumes multiple times during the performance 
therefore this was not an issue. Kirsty could not change out of her corset in time but this 
was fixed by giving her an oversized jumper and a scarf to wear in order to modernize her 
clothing. Charlie and Dillon stayed in period costume until the very end scene and both 
were in shirts and suit trousers therefore after much trial and error we decided that the 
most efficient change for them was to add on more clothes – Chlöe gave Charlie a jumper 
and Dillon a denim jacket which instantly made them both look more contemporary 
allowing them to fit in with the other 21st century gallery visitors. Dillon already owned 
the jacket however we had to buy a jumper for Charlie that was covered his suit jacket and 
shirt. This allowed for a quick change as the cast had barely two minutes to change on-
stage in front of the audience. 
 
Advice: Always bring a sewing kit with you because after several days of performing each 
costume will have wear and tear. Some may have to be repaired right before a show so 
having a needle and thread around at all times is a lifesaver. Also be prepared to deal with 
slightly fluctuating sizes as costume must be made weeks, if not months, in advance. Try to 
create each costume a little bigger with fastening options to allow it to be tightened if 
necessary. 
 
Set 
 
In our December 2017 performances, we had built a naturalistic set around the scenes set 
in the Victorian artist’s studio. At an early production meeting, we realised this would be 
impossible to replicate in Edinburgh. We were limited not only by our budget but also by 
the technicalities of travel and storage to and at the Fringe. Leo and one of our writers, 
Tara Morgan, sat down with a copy of the script to work out what set-pieces were 
absolutely necessary. They managed to limit it to three stools, two boxes and the easel and 
frame that the artist works off. These would have been the most difficult to sort out, but 
luckily we already had them from the December production. 
 
We decided to risk waiting until Edinburgh 
to source two of the three stools, because we 
were reluctant to carry them up on the 
train. We purchased one stool from IKEA 
with some of the money raised on the 
JustGiving page: after opening and 
assembling the stool so we could use it 
during rehearsals we realised how heavy 
and bulky they were going to be. We had 
been assured by previous Warwick 
companies who had performed at the Fringe 
that it was surprisingly easy to source niche 
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items in Edinburgh during August, because companies often left props in charity shops or 
theatre storage spaces when they returned home. This proved to be true – we found two 
stools in the first charity shop we came across. The boxes we replaced with hampers which 
were kindly given to us for free.  
 
Sourcing and designing a simple set was undeniably easier than keeping the naturalistic 
theme from the December performance. It did present a new problem though: how to 
convincingly turn a stage into an artist’s studio. The easel and frame were important here, 
serving to clearly and simply identify the location. We also used strips of blue velvet to 
drape over the boxes and stools to make them more dreamy and less twenty-first century. 
 
Lighting and Sound 
 
We knew before arriving in Edinburgh that our tech specification was limited to what our 
venue had. For lighting, we utilised the lighting rigs in our performance space, creating a 
number of lighting set ups to reflect the different settings. As the play’s narrative shifts 
between time periods, we found that lighting helped to make these shifts distinguishable. A 
considerable change in light implied a change in the story, aiding the audience in their 
comprehension. We also used electric tealights in lanterns during one scene; the tealights 
were electric for health and safety reasons, but were also economical in terms of budget 
because they were cheaper. Blue was used throughout our lighting to echo the protagonist 
Jacob’s love of his lover’s blue eyes. 
 
For sound, we used a playlist of music ranging from movie soundtracks to popular culture 
to build different effects. Except for the last song, played over and draining out the last few 
minutes of the play, all of the music was background, creating or emphasising atmosphere. 
When recording dialogue, specifically for three scenes which are primarily narrated as 
letters, we did not want to spend money unnecessarily on recording equipment and found 
that an iPhone microphone was more than sufficient. Sound cues were controlled from the 
same board as the lighting. We did not think it necessary to bring along our own 
technicians, because we had been told by theSpace that we would be provided with one for 
our tech rehearsal to show us how to use the equipment. Our co-producers and director 
took it in turns behind the board, so the production team all got to watch the show at least 
one night over the run. This was good enough for us because our tech requirements were 
fairly limited: for a more complicated show, it might be worth investing in an extra person 
to do tech. 
 
Instead of paying the PRS cost up-front, we opted for our music fees to be deducted from 
our ticket sales by our venue. They would deduct a small percentage from overall sales. As 
we did not anticipate our ticket sales to be substantial in amount, it appeared cheaper to 
choose this option than to pay a lump PRS sum.  
 
Advice: Don’t try and work with too many music or lighting cues. Not only can they get 
confusing, but they can be overwhelming to an audience. Try to find a balance between 
what helps build the play and what distracts the audience from the story. 
 
 
PRE-FRINGE: FUNDRAISING 
 
Crowdfunding 
 
We were very fortunate that so much of our budget was covered by the Lord Rootes 
Memorial Fund, but we also pursued crowdfunding to help us cover the rest of our costs. 
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We set up a crowdfunding page on JustGiving with an initial target of £500. This link was 
spread across our social media, promoted on our pages and the individual pages of cast and 
crew members. On Instagram we had our crowdfunding link as a constant part of our 
description to ensure it was always visible and available. 
 
We reached our initial target in June 2018 and, as we still had two months until the 
Fringe, we decided to increase our target to £750. With so much time left until the Fringe, 
we believed it would be a wasted opportunity if we closed crowdfunding. By the time the 
Edinburgh Fringe began, our total online fundraising had reached £590. Contributions 
came from 25 supporters, suggesting that we had managed to reach a wide audience for 
donations. 
 
Fundraising Social 
 
As well as crowdfunding, we decided to hold a social where we could invite guests and put 
on fun events, asking for donations in return. It is a challenge trying to convince people to 
donate to a play as it is difficult to illustrate what the money goes towards until the 
performances themselves so we wanted to provide something more tangible to encourage 
people to donate whatever they could.  
 

We managed to host the social free of cost at 
a local bar called Temperance. We were 
grateful for the free reservation as it meant 
we could put all our fundraising money 
towards more demanding Fringe costs. 
Temperance was also the perfect place to 
host our social as it fitted the aesthetic of 
our play, being decorated with various 
pieces of artwork and filled with Victorian 
furniture such as candles, wooden chairs, 
and a chaise longue. 
 
We held this event on a Thursday evening 

in term time, after exams, so that students and friends would be available to attend. We 
were not expecting any people we did not know – but the owners of the café had kindly put 
up an advert outside and we ended up attracting a few people off the street.  
 
As part of the fundraising we organised a variety of activities, including tarot card reading, 
face painting, live music and song requests and a raffle. The events we ran were specially 
designed to use the talents of our crew and cast, preventing any extra costs coming from 
hiring or sourcing entertainment. Our raffle was also organised with a limited budget in 
mind; we approached various 
shops in Leamington Spa and 
requested donations which 
were given generously. 
McDonald’s gave us three 
vouchers for a free meal – 
unsurprisingly the most 
popular prize – as did Pizza 
Express and Vialli’s. We also 
got a few packs of sweets and 
a stuffed cuddly toy, making 
sure we didn’t spend a 
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considerable sum unnecessarily on raffle prizes. 
 
In order for people to participate in these activities, we asked for a small change donation. 
The social was advertised across social media to attract a large audience and we ensured to 
invite whoever possible at the university. By the end of the social we had raised £70.25 
which, we used as part of our Fringe fund. 
 
Advice: Run a small-change social. Not only was it fun, it also gave our donors something 
more immediate to work towards, which was helpful with the distant August performance 
dates. Plus, it can be surprising how quickly small change can add up to a substantial sum. 
 
Warwick Fringe 
 
During our Warwick Fringe performance, our director gave a running commentary to the 
audience about the development of Love on Blue Canvas, 1890 and our journey to the 
Edinburgh Fringe. We left out a hat during the scenes and after the performance, asking 
for donations. After the performance was over, we had earned £23. Although this was not 
an enormous sum of money, we were still grateful to earn it as it was donated entirely by 
members of the public who were visiting the university for an Open Day. 
 
 
PRE-FRINGE: INSURANCE  
 
Our venue provider, theSpace, required us to purchase public liability insurance for our 
performance and recommended a deal with Wrightsure, an insurance provider they 
worked with. WrightSure had collaborated with theSpaceUK to provide a discounted 
Festival Insurance rate for theatre companies. After getting a variety of quotes from other 
insurance providers to compare deals, we settled with the lowest cost option which suited 
our needs. This was not only a requirement for our play to go ahead but was an integral 
financial decision. Any accidents to the public or any of our company could end in serious 
financial debt as well as injury so our company was keen to organise the insurance as soon 
as possible. 
 
 
PRE-FRINGE: HEALTH AND SAFETY  
 
TheSpaceUK had a variety of health and safety listings regarding which props could be 
used and how. Our venue required that fabrics had to be treated to make them flame-
resistant for health and safety reasons. Part of our stage decoration was several sheets of 
blue velvet which was draped over props and set-pieces to build an impression of the play’s 
Victorian setting without investing a lot of money in Victorian chairs or tables, as well as 
creating the artistic, dreamy atmosphere that kept in with the script’s repeated motif of 
the significance of the colour blue. As it was such an essential prop, we decided we needed 
to keep the blue velvet. We investigated purchasing new sheets which was integrally fire-
proof but this turned out to be too expensive. After learning that the flame-resistance 
treatments were relatively cheap, we researched the cheapest, most efficient product that 
was available and then treated the fabric accordingly. 
 
We also kept detailed, personalised records of the health requirements, allergies and 
disabilities of our cast and crew. This was very important – we were advised that the 
Fringe could be a high-pressure environment and we did not want to put anyone under 
more strain than necessary. In an early production meeting, we decided to designate one of 
our co-producers, Kirsty Hamilton, as our primary welfare point. Although actors and 
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crew members were welcome to come to any member of the production team with any 
concerns they had, we felt it was wise to have someone they could trust exclusively with 
potentially sensitive medical issues. We also took the details of an emergency contact for 
every member of the team. Luckily, we did not have to use them – the worst effect of Fringe 
was the flu that made its way around every member of the team – but it was very 
important to have. 
 
 
FRINGE: ARRIVALS  
 
Getting to Edinburgh was a challenge due to the number of props we had. We had kept in 
mind throughout production meetings in the spring and summer the limits imposed by 
travelling on a train, and thus were planning on buying certain props when we arrived in 
the city. Some props, such as the large painting, had to be commissioned in advance so we 
had to transport it carefully. We had to tread a line between practicality and need; for 
example, the costumes for the Victorian scenes of the play had presented a challenge in 
sourcing. Eventually, one of our writers, Chlöe Standen, designed and made the girls’ 
costumes. Although this relieved a lot of the financial burden we had been worried about 
(some of the dresses we had been considering for costume were hundreds of pounds), it did 
mean we had to further limit what we could carry, as the dresses were heavy. As we had 
arranged for two rehearsals over the summer, we decided to split some of the props 
between the production team and the actors.  
 
It was integral that we got to Edinburgh a day or so early. We had to purchase some last-
minute props, such as stools, so we targeted charity shops. The shops promised a low cost 
and are often filled with interesting, unusual objects, especially during Fringe season. As 
our play is largely set in the Victorian period, we were under pressure to find period-
accurate props and had to source a lot of this before we arrived, but simple props, such as a 
plain stool, are quite easy to find. 
 
It is also important to get there a day early to get an understanding of the location. We had 
enough time to explore the city, to settle into our accommodation, and to find the key 
locations – our venue and the Royal Mile. Once we felt settled in, we began to think about 
where would be best to target for flyering and advertising. 
 
Advice: Only bring what you need. Train storage is limited and there is a lot of traffic 
entering Edinburgh during this time. Arriving a day or two earlier is well-advised; having 
an evening to rehearse before our tech, as well as a day to source last-minute props turned 
out to be essential to the success of our run – and the stress levels of our production team. 
 
 
FRINGE: FLYERING 
 
We began flyering on the first full day of our stay in Edinburgh. We decided to split our 
flyers into portions, giving each member of the cast and crew 100 flyers which had to be 
distributed that day. If people were feeling confident, they would take extra flyers. Light 
competition between crew/cast members was an incentive, but the biggest was the promise 
of free time. As long as they had handed out all of their hundred-odd flyers, our cast and 
crew were free to explore the city or go and watch performances. With this motive in mind, 
people tried their hardest to get rid of their flyers. 
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We flyered in shifts, having some people 
advertising on the Royal Mile early in the 
morning and others distributing them until 
just before our performance began. This 
ensured that we were consistently reaching 
new people rather than advertising to the 
same group repeatedly. We also spread out 
across the Royal Mile, infamous as the hub of 
the Edinburgh Fringe festival and advertised 
with eye-catching props to draw people in to 
take a flyer.  
 
We found that it was also helpful to find a key 
line to advertise with that would summarise 
the play but also spike the interest of 
passersby. “It’ll make you laugh, it’ll make you 
cry, and it will make you fall in love” was used 

by one production team member. Our venue was the Hilton Hotel, and we also used that 
detail to attract people further, creating the impression of a pleasant evening out. 
 
Methodically, we also traded flyers with other companies; a company would give us flyers 
and we would share them amongst our group with them doing the same for us. One 
company took a large quantity of our flyers and promised to distribute them to their 
audience after their performances. 
 
We all wore our t-shirts during flyering 
to ensure that we would stand out as a 
recognisable company and draw 
attention to ourselves. We learned to 
spread ourselves in such a way that 
ensured our distribution was 
maximised. 
 
TheSpace at North Bridge also took 
many of our leaflets for their front desk 
at the box office. This was beneficial as 
it introduced more people to our play 
and meant that we were reaching 
audiences outside of the Royal Mile area.  
 
Advice: Make sure your cast and crew have down-time. Flyering can be hard if it’s raining 
(no one wants a leaflet if they’re also holding an umbrella) so make sure to give people 
some time off to relax and catch a play. After the first day, we made sure that two people 
were given a day off every day so they could relax – this turned out to be very useful when 
Fringe Flu hit and certain actors had to rest their voices. There is a lot of competition on 
the Royal Mile, and a lot of people in full-costume, face paint or with banners, who were 
more eye-catching than us. bring along an eye-catching prop. We used an inflatable frame 
to wave about to grab people’s attention as they walked past. The frame was also relevant 
to our play because it centres on art and people’s perceptions of it, and so provided a useful 
way to start conversations with interested people. 
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FRINGE: THE SHOW 
 
Our venue gave us a tech rehearsal on the 
19th August where we could choose lighting 
and sound cues. It was integral for us to 
learn how to use the technology needed. It 
was quite simple with a button queuing the 
next change. 
The tech rehearsal also allowed the actors to 
see the stage they would be performing, as 
well as the behind-the-scenes areas where 
they would be changing between scenes. The 
space we had for costume changes made 
them tricky. We had to adapt one scene last 
minute to ensure that costume changes could 
be done more easily with the limited space.  
 
We had our venue booked for an hour, which had to include five minutes either side of the 
performance for setting up and clearing out. We had to edit the script to make it 50 
minutes. On days we ran over, we had to make amendments, with the writers and actors 
collaboratively reviewing where scenes could be shortened to ensure that we did not run 
over again. There was no time between our performance ending and the next company’s 
beginning – we could not run into someone else’s slot as it would be unfair. Due to the tight 
scheduling, our stage managers had to be very quick with moving the props out of the 
performance space and into the storage room. The tech rehearsal gave us a chance to work 
out who would be in charge of taking what out of the theatre every night: we were glad we 
did this early on in the run as we heard horror stories from other companies who had lost 
set-pieces and props during their get-out and had to come up with something from what 
was available locally.  
 
On our final night of performance we decided to film the show. We had to get special 
permission from the venue managers and alert audience members that we would be 
filming prior to them sitting down. This was a great decision as it means we can look back 
months later and relive the enjoyment of the play and the experience all over again. 
 
Advice: Find out the specs of your venue and use tape in rehearsals to mark out the area 
you will be performing in. We did this in rehearsals so our actors did not receive any nasty 
shocks about stage dimensions when they came to perform. 
 
Some of our set pieces were large (we had a canvas and two chairs as well as smaller 
props), so hurrying these out of the space into our prop storage was always quite stressful. 
Carrying them from our accommodation to our theatre venue was also interesting! We 
would advise future performers to be brutal with cutting down props: be sure that you only 
take what you need. This will make sure you don’t struggle with transport or find it hard to 
clear up after each performance. 
 
 
FRINGE: REVIEWS 
 
Every night after the performance, one of our actors would return on-stage and ask people 
to review us online. We wanted as much feedback as possible, because it would not only 
inform us of the successes and weaknesses of our play, but also encourage other people to 
attend. 
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People could write reviews on our Facebook page, the Edinburgh Fringe website, and by 
tagging us on Twitter. We were absolutely delighted to receive exclusively positive 
feedback. On the Edinburgh Fringe website, our play was called ‘an absolute gem’ and a 
‘must see’ by different audience members. The audience noted the humour and emotion of 
the play, drawing attention to the quality of the writing and the professionalism and 
charisma of the cast. Twitter users also described our play as ‘charming’ and ‘excellent’. 
We spread these reviews with the cast and crew to provide a morale boost, but they were 
also integral for our flyering.  
 
We also received multiple second-time audience members, and have had one lady get in 
touch with us after the Fringe to wish us luck and tell us how much she enjoyed the show 
when she saw it. 
 
Advice: Get a professional review. Whilst we received a variety of positive reviews from 
audience members, a review from a professional organisation not only looks good for 
marketing purposes but it also provides you with support if you are interested in booking 
future performances. Although we got in touch with a lot of different newspapers, 
magazines and websites, we did not receive a professional review. This was disappointing, 
but not a complete loss: the articles published by The Coventry Telegraph and by the West 
End journalist West End Wilma boosted our popularity and raised our profile before 
Edinburgh.  We also ensured that we wrote reviews for other performances we had seen. 
We reviewed plays we had attended in the hope that, in reciprocation, their members 
would return the favour. Even if we did not receive a review back, it is always good to 
support other fledgling theatre companies. 
 
Reviews can be found in the Appendix 
 
 
FINANCIAL BREAKDOWN: SUMMARY 
 
As shown in the summarised table, we made a profit of £314.56 after ticket sales. 
The cast and crew agreed that all expenses for personal travel to and from the fringe 
should be paid for individually, which was also easier to organise as most of us were 
leaving from different places, and that the profit obtained should be put towards a deposit 
for a further performance in London’s West End. 
 
A breakdown of the Lord Rootes Memorial Fund spending’s can be found in the attached 
document (Receipts). 

 
*Personal travel to and from Edinburgh were paid individually by the cast and crew with agreement for any 
profit to be put towards further performances in the London’s West End. 
 
 
 

  Including Travel* 
Income exc. Ticket sales £3646.23 £3646.23 
Outgoing £3977.92 £4809.29 
Profit/Loss before ticket sales -£331.69 -£1163.06 
Income from ticket sales £646.25 £646.25 
Surplus/Deficit after +£314.56 -£515.81 
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FINANCIAL BREAKDDOWN: OUTGOINGS 
 

1. Colour coding: Green = Under budget; Red = Over budget 
2. Yellow highlights are our outgoings including travel, these were however paid for individually by cast 

and crew so weren’t taken into account for company costs, as mentioned previously 
 
 
FINANCIAL BREAKDOWN: INCOMING 
	

 
 

Name Applied Confirmed Projected Actual 

Lord Rootes Memorial Fund Yes Yes £3000 £3000 

IATL Festival Fund Yes No £500 £- 

Opportunity Fund Yes No £1000 £- 

SU Project Fund Yes No £1000 £- 

JustGiving n/a n/a £500 £552.98 

Fundraiser Event n/a n/a £50 £70.25 

Warwick Fringe Fundraiser n/a n/a £- £23 

Total Income excl. ticket sales   £6050 £3646.23 
	

 Item Projected Item Description/Where From Actual 

Accommodation Accommodation £2400 18-27th RentLocally  
split into two payments of £500 + 
£1450 

£1950 

Design Costume 
Hair and Make-up 
Props 
Set 
Technical 

£100 
 

Sourced from high-street stores 
Cast and crews own 
Sourced from high-street stores 
Sourced from high-street stores 
Provided by venue 

£133.92 
£- 
£28.14 
£110.99 
£- 

Insurance Public Liability 
Insurance 

£- Wrightsure £89.27 

Marketing Flyers/Posters 
T-Shirts 
T-Shirts VAT 

£201 
 
 

250 posters, 5000 leaflets 
x13 t-shirts + 3 screens 

£74 
£136 
£42 

Travel/ 
Expneses 

 £120 
£1980 

 £962.37 

Venue Fringe 
Registration Fee 
Venue Hire 

£295.20 
 
£987.50 

Compulsory cost of Edinburgh 
Fringe 
theSpace on North Bridge 19th-
25th August 

£393.60 
 
£1020 

Total Outgoings  £6083.70  £3977.92 
£4940.29 
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FINANCIAL BREAKDOWN: FULL SALES REPORT 
 
theSpace Box Office Takings, 20th-25th August 
 

Fringe Society Box Office Takings, 20th-25th August 

Ticket Sales    
 No. tickets sold Av. Ticket Price Total Cost 
theSpace box office 101 £1.62 £164.25* 

Fringe Society 68 £7.08 £482 

Total  169  £646.25 
 
*A large majority of theSpace tickets sold were complimentary tickets available to companies performing at 
any theSpace venue 
	

Date Ticket Type Ticket 
Price 

Qty Value Cash Card Box Office Fee 
(Cash) 

Box Office Fee 
(Card) 

20/08/18 CONCESSION 
COMPLIMENTARY 

£6 
£0 

2 
15 

£12 
£0 

£12 
£0 

£0 
£0 

-£0.30 
 

-£0.00 
 

21/08/18 FULL 
CONCESSION 
COMPLIMENTARY 

£8 
£6 
£0 

2 
5 
15 

£16 
£30 
£0 

£8 
£18 
£0 

£8 
£12 
£0 

-£0.60 -£0.45 

22/08/18 FULL 
CONCESSION 
COMPLIMENTARY 

£8 
£6 
£0 

1 
1 
9 

£8 
£6 
£0 

£0 
£6 
£0 

£8 
£0 
£0 

-£0.15 -£0.15 

23/08/18 FULL 
CONCESSION 
COMPLIMENTARY 

£8 
£6 
£0 

1 
2 
16 

£8 
£12 
£0 

£0 
£0 
£0 

£8 
£12 
£0 

-£0.00 -£0.45 

24/08/18 FULL 
CONCESSION 
COMPLIMENTARY 

£8 
£6 
£0 

4 
3 
18 

£32 
£18 
£0 

£0 
£0 
£0 

£32 
£18 
£0 

-£0.00 -£1.05 

25/08/18 FULL 
CONCESSION 
COMPLIMENTARY 

£8 
£6 
£0 

1 
3 
3 

£8 
£18 
£0 

£0 
£12 
£0 

£8 
£6 
£0 

-£0.30 -£0.30 

TOTALS   101 £168 £56 £112 -£1.35 -£2.40 

OVERALL 
TAKINGS 

£164.25        

	

Date Ticket Type Ticket Price Qty Value 
20/08/18 FULL 

CONCESSION 
FOTF* 

£8. 
£6 
£4 

3 
3 
2 

£24 
£18 
£8 

21/08/18 FULL 
CONCESSION 

£8 
£6 

1 
4 

£8 
£24 

22/08/18 FULL 
CONCESSION 
FOTF 

£8 
£6 
£4 

8 
9 
2 

£64 
£54 
£8 

23/08/18 FULL 
CONCESSION 

£8 
£6 

2 
1 

£16 
£6 

24/08/18 FULL 
CONCESSION 

£8 
£6 

7 
1 

£56 
£6 

25/08/18 FULL 
CONCESSION 

£8 
£6 

20 
5 

£160 
£30 

TOTALS    £482 
OVERALL TAKINGS £482    
	



	

26	

*FOTF: Friends of the Fringe Discount 
 
The breakdowns from theSpace and the Fringe box offices can be found in the Appendix 
 
 
Explanation of Items Over Budget 

 
Production Costs (costume, props, set) 
 
It was decided after application that the costumes from the initial show run, already 
complicated because of the show’s period setting, were not of a high enough quality for a 
performance at a global drama festival. Thus the decision was made to invest in higher 
quality costumes. Costs were significantly reduced due to the textile talents of one of the 
writers, Chlöe Standen, who designed and made some of the costumes.  
Props were mainly sourced from the previous production with only a few additional 
purchases required due to changes in script and directorial vision. These changes also 
required additional set that hadn’t been sourced for the initial run. The largest expense 
was expected to be the commissioned portrait, however, personal contacts and ‘mates 
rates’ allowed us to purchase this at a reduced cost of £80. 
 
Advice: Factor in a contingency sum within your initial budget as well as taking a hard 
look at your show and deciding how detailed it needs to be for your audience. For instance, 
because Love on Blue Canvas, 1890 is mainly set in the late nineteenth century, costume 
and set had to be believable enough to create atmosphere. Shows set in modern day may be 
able to get away with using the cast and crew’s wardrobes. 
 
Insurance (public liability insurance) 
 
Insurance wasn’t factored into our initial plan provided to the fund on application due to 
the production team’s inexperience in producing a show on this scale. Fortunately our 
venue provided an extensive ‘pre-fringe’ document that guided us through the steps and 
even recommended insurance companies. 
 
Advice: Factor in insurance in your initial budget 
 
Marketing (flyers/posters, t-shirts) 
 
Flyers and posters actually came under budget, with our projected cost of £201 initially 
covering 5000 flyers and 100 posters and our actual cost of £74 was for 5000 flyers and 
250 posters. Our additional cost of £178 (+VAT) came from our decision to buy the cast 
and crew t-shirts for marketing purposes and as a physical memento of the experience. 
 
Advice: Factor in a contingency amount for marketing in case another route of marketing 
is decided upon. 
 
Fringe Registration Fee 
 
The date of the Edinburgh Fringe Discounted Registration Deadline was before the 
confirmation of the success of our application to the Lord Rootes Memorial Fund. If we 
hadn’t received the fund, we would not have been able to afford to go to the Edinburgh 
Fringe so we decided to wait and see what happened. This unfortunately meant we had to 
pay the additional sum of  £98.40 for the later registration date. 
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Advice: Be confident in your desire to go through with your decision to go to the Fringe 
and if possible apply for other funds and bursaries before the discount deadline. 
 
Venue Hire 
 
The initial price we provided was a representative cost of a 2 week run divided into a 1 
week run. The difference was only £32.50 and easily covered by the money provided by 
the Lord Rootes Fund. 
 
Advice: Get a definite representative cost of your desired show run from the venue you 
wish to perform at for a more accurate projected cost for your budget. 
 
 
RECOVERY AND WHAT’S NEXT 
 
We had all loved the Fringe. We were sharing a flat with our friends, watching talented 
performers in our spare time, and working together to put on a play, which we loved. We 
had survived on excitement and adrenaline, not sleeping enough or eating properly, but 
continuing day by day by having fun.  

 
We had been warned it would be hard but we all underestimated how difficult saying 
goodbye to each other was. We had lived on top of each other for over a week, spending all 
our time with one another. When we arrived home, everyone crashed. We caught up on 
sleep, were re-introduced to vegetables, and normal life began once again. 
 
It was an emotional drain as much as a physical one. The thirteen of us had been working 
towards the Fringe for six months, some of us for almost a year, focusing intently on ten 
days in August. There had been so much anticipation, but also sacrifices – tears, tiredness, 
arguments – and it had been a huge achievement for us all. For twelve of the thirteen of us, 
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it was our first time performing something we had created in the Fringe environment. Now 
it was over, we felt slightly adrift. 
 
Although this come-down was significant in the first few days, we could still look back and 
feel intensely proud of what everyone had achieved. We had received exclusively positive 
reviews, performed not only to our friends and family but to strangers, and had an 
audience which grew every night. Friendships had been made and made stronger. The 
experience had been so good that many of us joked that we would return next year. 
 
Advice: Try and film one of your performances if you can! Depending on the rules of your 
venue, you might have to seek permission from but by recording you can keep a tangible 
way of reliving a completely unique experience all over again in the future. 
 
We came out of Edinburgh with a profit, which none of us had expected. We hadn’t 
expected to return to Love on Blue Canvas, 1890 either but, after tentatively analysing our 
finances and enquiring with some London venues, the production team contacted the cast 
and crew, asking them whether they would be interested; everyone was keen to return.  
 
Some of the production team 
visited different theatres in 
London, eventually settling 
on the Bridewell Theatre. On 
November 10th, we 
announced on social media 
that Love on Blue Canvas, 
1890 would be returning. 
Since then, accommodation 
has been booked, 
fundraising has begun, and 
tickets have gone on sale for 
a two-day run at the 
Bridewell Theatre. 
 
This time, the play is being 
performed without external 
sponsorship or funding. We 
have been incredibly lucky 
with our Edinburgh experience: to be performing something we all genuinely believe in and 
care about, to be working alongside people we love, and to have had the opportunity to do 
so with the Lord Rootes Memorial Fund. 
 
Without the fund, we simply would not have been able to perform at the Edinburgh Fringe. 
The costs we faced – accommodation, venue, music licensing, costume, props, travel and 
insurance to name only a few – could never have been met. The Lord Rootes Memorial 
Fund let us experience the Fringe and subsequently learn from it. We have gained 
technical understanding of the theatre industry, becoming more experienced with design, 
lighting and sound, as well as a legal understanding of insurance, limits on postering etc. 
We know now to expect hidden costs such as insurance or prop breakage and can create 
realistic budgets.  
 
Our time at the Edinburgh Fringe was unforgettable and life-changing and has given us all 
experience, confidence and professionalism. Our recovery from the Fringe was a mixture 
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of sadness and pride, but now the future promises excitement as we propel ourselves 
onwards to our next performance thanks to the Lord Rootes Memorial Fund. 
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APPENDIX 
 
SOCIAL MEDIA PAGES 

 
FACEBOOK @LoveOnBlueCanvas 

 
TWITTER @Blue_Moon_TC 
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INSTAGRAM @bluemoon_tc 
 

 
REVIEWS 
 
Full names and information identifying individuals have been removed/whited out 
 
Reviews taken from the Edinburgh Fringe Website 
https://tickets.edfringe.com/whats-on/love-on-blue-canvas-1890 
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Reviews taken from our Twitter page @Blue_Moon_TC 
 

 
BOX OFFICE BREAKDOWNS 
 
theSpace Box Office Breakdown Receipts 
 
If cash and card spending’s were taken, a receipt would be issued for each 
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The Fringe Society Box Office Breakdown Report 
	

Ed Fringe Full Sales Breakdown

SEASON = Active Seasons

theSpace on North Bridge Ticket Price Ticket Qty Value
The Perth Theatre

Love on Blue Canvas, 1890

Price band 1 - Concession  6.00 3  18.00

Price band 1 - Fotf  4.00 2  8.00

Price band 1 - Full Price  8.00 3  24.00

20/08/18 19:05 Stopped 8  50.00

Price band 1 - Concession  6.00 4  24.00

Price band 1 - Full Price  8.00 1  8.00

21/08/18 19:05 Stopped 5  32.00

Price band 1 - Concession  6.00 9  54.00

Price band 1 - Fotf  4.00 2  8.00

Price band 1 - Full Price  8.00 8  64.00

22/08/18 19:05 Stopped 19  126.00

Price band 1 - Concession  6.00 1  6.00

Price band 1 - Full Price  8.00 2  16.00

23/08/18 19:05 Stopped 3  22.00

Price band 1 - Concession  6.00 1  6.00

Price band 1 - Full Price  8.00 7  56.00

24/08/18 19:05 Stopped 8  62.00

Price band 1 - Concession  6.00 5  30.00

Price band 1 - Full Price  8.00 20  160.00

25/08/18 19:05 Stopped 25  190.00

Event Total 68  482.00

Sub-Venue Total 68  482.00

Venue 68  482.00

Total 68  482.00

* Venue title, then subvenue title, then event title, then price band title followed by the performance date and status as its footer.

* Ticket Price: The unit price of the ticket for that price band

* Ticket Qty: The quantity of ticket sold and still sold.

* Value: The total amount value of these tickets


