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INTRODUCTION 
 

In this report, we will endeavour to draw on our experiences as a theatre 

collective debuting at the Edinburgh Festival Fringe in 2014 to proffer a model 

and guide for future student companies. We look to inform the reader of the 

journey of creating our production of Wastwater (funded by the LRMF) at 

different stages. Firstly, we will evaluate the production itself: looking primarily 

at how it was conceived conceptually, and the rehearsal process with our 

ensemble. Secondly, we will reflect on the administration required to take a 

production up to Edinburgh, from the initial search for funding sources through 

to how we approached our venue applications. We will also talk about how we 

marketed the show prior to the Festival, as well as coping with the competitive 

Edinburgh climate as an emerging student collective. Finally, we will break down 

in more detail, the budget for a project as well as how the role of the producer 

can be maximised to give your show the best possible chance of selling out. 

 

 

 

 

 

 

 

 

 

Figure 1: Production photo from Scene One of Wastwater 
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Figure 2: The Wastwater ensemble pictured in the backstage area pre-performance (from left to 
right) top – Juliet, Jamie, Michael, Bryony, Emma; centre – Alex; bottom – Maria, India, Sam 

WHO ARE WE? 
 

The Human Animal is a theatre collective formed by University of Warwick 

students and graduates in 2012. Rather than depending on more traditional 

hierarchical structures we emphasise collaborative work wherein we are 

performers and conceptual artists alike. Drawing from a diversity of theatre 

practice, our aim is to create theatre that puts the human being and 

consciousness at the centre, interrogating issues and conflicts that arise from 

conditioning in specific social contexts. Specialising in adaptation in translation 

we pursue a new visual and aural language that can communicate with audiences 

on an innate physical, intuitive level. 

 

The Human Animal’s production of Wastwater debuted at the Edinburgh Fringe 

Festival in Studio 6 at C Nova, India Buildings from July 30th – August 16th 2014. 

 

Company Directors 
Juliet Miriam Clark 
Maria Hildebrand 
Samuel Wightman 
 
The Wastwater Team 
ENSEMBLE  Michael Chidgey 

Juliet Miriam Clark 
   Bryony Davies 
   Maria Hildebrand 
   Alex Welsh 
   Samuel Wightman 
 
PRODUCER  Jamie Wright 
SET DESIGNER India Smith 
STAGE MANAGER Emma Digby 
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THE PRODUCTION 
 

What is the Fringe? 

 

The Edinburgh Festival Fringe is a month-long celebration of the arts, 

transforming Scotland’s capital annually into a hotspot of venues, artists, critics 

and audiences. Nowadays it is largely characterised by comedy; both sketch-

shows and stand-up comedians being highly sought after and well-visited events. 

The Fringe is however also renowned for the hundreds of theatre productions 

showcased every year, ranging from college/ school shows, university 

productions to semi- and fully-professional theatre companies. The Fringe has a 

long legacy of showcasing the work of new emerging artists including actors, 

directors and playwrights, as well as an opportunity to present experimental 

work. However, the programme is growing thicker year after year: 

 

‘In 2014 there were 49,497 performances of 3,193 shows in 299 venues, 

making it the largest ever arts festival in the world.’ 

 

Finding a Selling Point 

 

The Fringe is as good a place as any for an emerging theatre company to find its 

feet, yet it is important to know the pitfalls to avoid and be aware of the gaps in 

the ruthless Edinburgh market. As a new and unknown theatre collective, we 

needed to be tactful about which show we chose to bring up to the Festival to 

ensure we would be selling seats to Fringe-goers in the competitive atmosphere.  

The Edinburgh Fringe works on a non-commission basis, so whilst it provides a 

great platform for young companies it also comes with the potential for 

significant financial loss. Thus, though we recognised the importance of selling 

The Human Animal as a unique brand, choosing the right show with a clear and 

developed marketing strategy for a well structured, passionate and dedicated 

ensemble was crucial.  

 

We knew we needed to find a safe selling point paired with a creative risk to 

make the run prosperous for our fledgling collective, both at and beyond the 

festival. In mid-October, Maria came across Wastwater, a play by the well-known 

contemporary British writer Simon Stephens. The popularity of Stephens is 

proved by the fact that this year alone there were four of his plays performed at 

the Fringe: four different productions of Punk Rock, one of Sea Wall, one of 

Motortown and finally our production of Wastwater. As company directors, we 

found that Wastwater had the perfect balance; a strong, insightful script with 

rich characters but also allowing scope for experimentation with the form of the 

play, and so enjoyably challenging for us as theatre makers.  
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Figure 3: Early ensemble discussion and conceptualization 

 

Concept and Staging 

 

Simon Stephens’ Wastwater was first performed at the Royal Court Theatre 

Jerwood Downstairs, Sloane Square, London on 31 March 2011, and is comprised 

of three seemingly separate scenes. In a greenhouse in Sipson, middle-aged 

Frieda and her 22-year-old foster son Harry share their last evening before he 

emigrates to Canada. In a room at the Crown Plaza Hotel, Lisa and Mark are 

about to embark on an illicit affair. In a deserted warehouse, Jonathan is 

reluctant to complete a transaction with Sian that might drag his name through 

the mud. Yet wasn’t Sian also once fostered by Frieda? Didn’t Harry’s friend 

Gavin take Mark’s art class? And isn’t Jonathan the same teacher who tried to 

take Mark’s girlfriend for a drink? 

 

The original production was subject to criticism from audiences, chiefly its 

inability to connect the three plotlines more coherently. In an end-on staging, 

there was limited evidence of finding a way of threading the scenes together bar 

the more obvious similarities such as the repeated turns of phrase by the 

characters and their proximity to the airport setting. We were keen to facilitate 

the audience’s experience by heightening these connections, engaging with the 

themes of the play specifically through the production’s form. In an attempt to 

emphasise our reading of the play as the exasperation with the escalation of 

worldwide technological proficiencies and ease of global travel yet the decline of 

human interaction, our production reimagined Wastwater in promenade. Each 

scene would inhabit its own space, the audience obligated to travel from one to 

the other, incorporating a series of transitions simulating stages and procedures 

endured in airport security. In our staging, audiences could embody the 

characters’ sense of dislocation as they are shepherded between spaces.  
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Through devised segments, the ensemble became representations of airport staff 

and interacted with the audience as passengers checking-in for a real flight. Yet 

like the characters’ immobility, the impending journey never took place, as 

audiences always left each room on the brink of change. Thus, audiences were 

allowed entry into the play through the thematic form of the ‘airport experience.’ 

 

 
Figure 4: Early concept drawing for the greenhouse scene. This was edited post-

rehearsals to help accommodate how the actors moved about the space 

 

Inspirations 

 

Inspired by contemporary trends of immersive, site-specific and promenade 

performance, we will invite the audience to explore, touch and trace the 

worlds of Wastwater: an episodic play comprised of three duologues, each 

foreshadowing a moment of change in the characters’ lives. 

 

We had recently seen The Drowned Man by Punchdrunk in London which was a 

major success amongst audiences in the city and even extended its run due to 

popular demand. This and other shows we attended gave us the confidence in 

this form of theatre which is characterised by its detailed immersive and 

promenade structure. Both Sam and Maria went to see this show and thought 
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that creating a production of this nature, on a much smaller scale, would appeal 

to fringe audiences who were looking for a singular and intimate experience 

involving a set of characters in a special and strange set of circumstances. 

 

Compactness of the Show  

 

Since there is such an array of choice and genre at the fringe, audiences are keen 

to fit in as much as possible during their stay. A fringe show typically lasts 

around an hour. Within that timeframe you need to have impressed enough to 

want audience members to re-experience your show and/or recommend it to 

friends, colleagues and people they meet at the festival; word-of-mouth is one of 

the quickest marketing techniques. Thus we sought to make every second of our 

seventy-five minute runtime worthwhile, both in the quantity and quality of 

experience for the audience member. Since they were made to journey through 

five distinct spaces, interact with visual, aural and technological engagements 

and had six separate characters to meet, audiences would be intrigued to learn 

what was in store for them in the next room.  

 

Rehearsals 

 

Organising a suitable production team for a month in Edinburgh is just as 

important as choosing a suitable show. Having experienced large teams in 

previous Fringe productions, we wanted to be as resourceful as possible with 

cast and production team numbers, making sure everyone was used to their 

maximum potential. It is often difficult to get the crews of student shows wholly 

engrossed in the production in all its various aspects, particularly with no 

monetary incentive. The less members we had, the more each would be expected 

to give to the production and thus their dedication to selling the show would be 

increased. 

 

We were keen to maintain a tight family unit throughout the process as we all 

contributed not only in a single role but utilising a whole variety of skills and 

capabilities. Actors and directors became 'dir-actors': each of the two scene 

actors co-directing the scene after their own. During the run, they even took on 

the roles of assistant stage-hands and technicians; each pair working together to 

either operate the sound for the scene they had directed or set-up/ take down 

one of the sets. Both our set designer and stage manager were involved with 

acting in the transitions and even our producer ‘performed’ in the steward role, 

carting the audience from scene to scene. Rather than sitting backstage waiting 

for the scene to start, every member of the ensemble was involved from start to 

finish, fully engrossed, supporting each other; working together to ensure the 

show ran smoothly every night. This was particularly important considering the 

complexities of the show itself. As in promenade with a great deal of set changes 
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and technical requirements it was crucial that every member was focused for the 

whole seventy-five minutes. As a result, we hoped the production would become 

no more important to one member than to another. 

 

 
Figure 5: The team in an administrative meeting, late-July 

 

In retrospect, this was easier said than done. Often the nine of us felt 

overwhelmed by the amount of tasks and overview that had to be maintained. It 

was difficult for actors to concentrate fully on their roles as well as keep track of 

their admin tasks. Workloads became imbalanced among the group as some 

ensemble members were more invested in the smooth running of the production  

than others. Additionally, there was some dispute over who had the power to 

have the final word on certain decisions between the three company directors, 

the external producer and the ensemble actors. While we had hoped to operate 

as a unit, the absence of a single person in charge caused behind-the-scenes 

discrepancies in terms of organising the day’s structure of flyering, warm-up 

discipline and post-show notes. However disagreements were forgotten once the 

performance itself was running. Having each contributed so much and foregone 

a great deal of effort in more than one capacity, everyone was always invested in 

and focused on making the show a success. 
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THE FUNDING 
 

The ability to get funding is largely what determines whether a show can be 

taken to Edinburgh in the first place; or at least whether a production will have a 

smoother process in the run up to August. Early on, we sought to seize every 

opportunity for financial backing. It is usually only the biggest names in the 

largest venues at the Fringe that come away with a profit, and so personal 

investment is still an option, but we knew from experience that generally, 

companies should not be surprised if this is not made back.   

 

We found it extremely beneficial beginning to put applications together in 

December 2013 for the funding opportunities we had found. Starting this 

process before the New Year was probably the best decision we made; for one, a 

lot of university-based sources have deadlines in January. Above this, we were in 

the position in April where we had been pledged almost the full figure we had 

calculated we would need in our budget. It was a careful balance between strict 

budgeting and forward-planning that left us in such a comfortable situation prior 

to the Festival. 

 

In Preparation 

 

Eligibility is the first thing we saw as crucial when it came to possible sources of 

funding. The last thing we wanted was to go through the application process and 

realise that our project was not actually within the criteria of what can be funded. 

Following that, for our application schedule, we had a hierarchy of what part of 

our budget needed prioritising. Venue hire was inevitably one of the largest costs, 

and our communications with venues beforehand had shown us that the 

majority of payments for the Edinburgh spaces had to be paid in installments 

over the months in advance. For us, our venue asked for payment in three parts 

over May, June and July so we had to make sure we could cover it, or risk having 

nowhere to perform come August.  

 

All bodies asked what specifically their grant would be funding, so an extensive 

understanding of every component of Wastwater and how much money it 

needed was essential.  It was easier said than done to answer exactly why we 

should be awarded the funding. Part of the gift of working as such a close 

ensemble on the project was the way in which we were so emotionally invested 

in the show and its success. It was this motivation and ownership that guided 

our responses to why it was so important to us that it received the financial 

backing which we could not provide on our own. 
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 Funding within the University 

 

Warwick offers a variety of different funding sources which can be used to back 

theatre and projects within the arts. One of the biggest aspects we had to focus 

on was justifying how our project would benefit us in different ways: as a 

company, as individuals studying at Warwick, the university as a whole, and the 

wider community. All of these came up as different criteria for applying, so it was 

very useful to look beyond Edinburgh, and consider how the project may feed 

back into the University and communities outside it. 

 

For Wastwater, we always intended to work with drama societies back at 

Warwick to perform it again after Edinburgh on campus for a wider audience, 

which we are currently in the process of for January 2015. In addition, we hoped 

to take the skills we learnt from creating a promenade production which 

challenges form, and facilitate some way of students creating experimental work 

in the same vein. Equally, with a project as large as a Fringe production, we really 

sought to find how we can pass on our experiences of the project in all aspects, 

and so this ‘How To’ pack, and future talks with students will help achieve this. 

 

Below is a short description of the funding sources we applied to within 

Warwick (some successful, others unsuccessful). 

 

LORD ROOTES MEMORIAL FUND  (Deadline: January) 

http://www2.warwick.ac.uk/insite/topic/teachinglearning/rootes/ 

- Grants to support groups of students with projects across a broad range of 

areas, especially projects which “demonstrating creativity of thought and the 

development of an original and personal idea or objective.” 

CLIVE BARKER AWARD FOR PERFORMANCE (Deadline: January) 

http://www2.warwick.ac.uk/fac/arts/theatre_s/current/ug/awards/ 

- The Clive Barker Award is specifically aimed at Fringe projects, but must 

contain one (preferably multiple) students who study either Theatre and 

Performance or Theatre and English.  

SU OPPORTUNITY FUND (Deadline: February) 

http://www2.warwick.ac.uk/giving/priority/scholarship/oppfund/ 

- Grants offered to individuals, societies and groups to fund extra-curricular 

projects. 
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IATL PERFORMANCE FESTIVAL BURSARY 

http://www2.warwick.ac.uk/fac/cross_fac/iatl/funding/fundedprojects/performa

nce_festival_bursaries/ 

- Two bursaries to support performance projects taking place outside of the 

University. Most often, it funds Edinburgh Festival projects and the National 

Student Drama Festival. 

STUDENT SPONSORSHIP PANEL/VICE CHANCELLOR’S OFFICE 

- Grants available for extra-curricular projects which can benefit the University 

in the future as well as students’ personal and academic development. 

 

Funding Outside of University 

 

We realised that there was no straightforward channel to go down to get funding 

for Wastwater outside of Warwick. The most helpful place to find opportunities 

for financial support however, is through the arts industry website IdeasTap 

(ideastap.co.uk). It advertises jobs and briefs all year round, including funding 

competitions specifically aimed at emerging companies and young artists taking 

productions to the Fringe. Although they are unbelievably competitive, it is 

always worth attempting to gain backing from the project funds as they almost 

always offer rehearsal space, a venue and extra publicity and promotion during 

the Festival. 

 

With a team of nine, we planned early on to contact any relevant organisations 

that we are affiliated to see if they could back Wastwater. Schools are always a 

trusty place to inquire about support (Sam’s school in Edinburgh even offered 

rehearsal space as a result), as well as youth theatre groups we had been a part 

of or local theatres and councils. It is surprising how even if people are not 

prepared to fund the project, they display a lot of interest in it, and more often 

than not, they would point us in the direction of somebody else who may be able 

to help. 

 

Online fundraising is becoming a necessity for most Fringe productions over the 

past few years. The sites Indiegogo (www.indiegogo.com) and Kickstarter 

(www.kickstarter.com) are both the lead runners in offering financial support 

for creative projects. Both sites require you to input a target, though the key 

difference is that Kickstarter requires you to reach your target to receive any of 

the money, whereas Indiegogo takes a small amount of commission no matter 

how much you raise. For this reason, we set up an Indiegogo account which 

brought in a large portion of our funding.  
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It is important to keep track of how it is shared and make sure it is consistent, as 

well as regularly updating it with the offer of rewards, as well as new media 

content as it gets closer to the deadline. The one thing we would change about 

our Indiegogo page however is to make sure the cut-off point is before the Fringe 

begins. We set ours to the end of August, and inevitably it lost momentum once 

the project had actually been completed, where it was difficult to justify 

continued donations.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 6: Screengrab from our Indiegogo fundraising page. 
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THE VENUE 

 

Choosing the correct venue space at the Fringe can have a significant impact on 

how a production fares. There are pros and cons depending on which venue: 

some have more accommodating and proficient staff; others can increase your 

potential audience numbers simply through being situated in an ideal location or 

claiming a strong reputation. As the entire city transforms, a hierarchy emerges, 

particularly for amateur theatre productions. As it could potentially have a large 

bearing on how our production fared, we made careful and considered choices 

when regarding venue. 

 

Applications 

 

The fact that our production was a serious piece of theatre automatically 

eradicated a proportion of the venues. Many are catered towards comedy gigs, 

only accommodating the space for a stool and microphone, and others will 

strictly only commission renowned playwrights or frequently returning 

companies. Alike to making a university application, we made both reach and 

safe choices, but also carefully considered our own requirements – we would be 

the ones hiring the space after all. 

 

Our unique structure forced us to be more selective with our search, as we had 

such strict requirements for how we would be using the space. We needed three 

small rooms to house each of the three scenes, or at least a space which could be 

divided to create three defined sub-spaces. The transportation of the audience 

through the space mimicking airport security and duty free shopping in our 

transition sequences also meant we needed flexibility to physically take the 

audience on a journey. We quickly learnt it was worth applying to as many 

venues as possible. Because of the competitiveness of getting spaces, it is 

essential to have back-ups, even if they may not be completely suitable for your 

production’s concept. 

 

All productions and venues work to the same deadline. On a basic marketing 

level, every show wants to be listed in the official programme, and it was 

imperative for us to accept an offer before the cut off date at the end of March. 

Similarly, every show wants to keep their options open, as having sent off 

multiple applications neither do they want to accept an offer and then only 

afterwards be offered their ideal space at an alternative venue. As with all other 

applicants, we wanted to wait until the last moment to confirm a venue, but the 

venues play the same game also. Thus, it became a test of patience. It felt at times 

that we were hounding venue programmers for a response, but we realised this 

was necessary to make sure we had at least one offer come deadline day. Venues 
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gave us firm responses to our applications only two days before the programme 

deadline, when we thankfully received two offers which both catered to the 

needs of our production. The most valuable lesson we took from this was how 

important it is to hold your nerve in finding a venue, as whilst it is a long time to 

wait, your applications are definitely being considered. 

 

 

Prominent Venues in Edinburgh 

 

Venues have exactly the same struggle with marketing as the individual 

productions and companies do. In such a saturated market, they need to 

guarantee audience members in for the sake of their reputation as a venue, and 

the success of the shows they are hosting. 

 

Below are the venues which are considered most sought-after for hosting theatre 

productions: 

 

SUMMERHALL: (www.summerhall.co.uk) 

As we found out, Summerhall are notoriously difficult to crack, particularly for 

non-international companies. The main problem for us was that their policy is to 

only contact shows with successful applications, meaning we were left in the 

dark until the deadline day, with few of our attempts to receive updated being 

responded to. However, Summerhall is fast becoming the hottest venue of the 

Fringe. Set in the old Veterinary School, all of the performance spaces are old 

labs, lecture halls and dissection rooms. The character and atmosphere of the 

venue, with a strict refusal of shows within the comedy category means there are 

always theatre critics around, and because it is quite far from the Royal Mile 

hotspot, audiences tend to come to Summerhall with the intention of spending 

the whole day there.  

 

UNDERBELLY: (www.underbelly.co.uk) 

Underbelly is one of several venues operating in different parts of the city. The 

giant upside-down purple cow in Bristo Square is always a big attraction for 

Fringe-goers, and generally Underbelly is most reliable for the biggest stand-up 

performers and sketch shows. Theatre productions also do very well, though we 

found it to be a certain kind of production which fits in their spaces. They are 

almost all black box, so quirky productions with minimal set should definitely 

seek out their spaces, especially if the show has some humour to it or if it is 

quirky or could be considered live art. 
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ZOO: (www.zoovenues.co.uk) 

One of the less well-known venues, they have incredibly versatile spaces. Based 

in several different busy spots of Edinburgh, Zoo venues are often old churches 

or town halls which span a large-range of different capacities. Even if it lacks the 

word-of-mouth reputation that some other places have acquired, it is 

particularly strong at hosting physical theatre and more circus-based 

productions. 

 

C VENUES: (www.cvenues.com) 

C Venues host an unbelievable amount of shows across five different buildings. 

Their hub at C Main is their HQ, and we accepted their offer of taking over three 

rooms in C nova, the second largest venue controlled by C. They are an incredibly 

reliable name across the festival with the full spectrum of Fringe shows. The 

largest benefit of having a show in their venue is that they market your 

production for you (at a cost) across all their different buildings. Similarly, their 

scheme in giving all performers a pass allowing you into all their shows for free 

means you can do a lot of essential Fringe viewing without spending a penny. 

Student productions are particularly welcomed by the venue, so it was a good 

chance for us to meet professional companies (their social scene is very active) 

as well as students in a similar position to ourselves. 

 

A disadvantage of being at C Venues is that the sheer number of shows they look 

after means that their administration was fairly slow and inconsistent. They 

were brilliant in initial negotiations, but during the Festival became a little 

unreliable. We had paid for a service and kept our end of all the terms and 

conditions, and we were disappointed when the venue did not return the same 

work ethic in return. Similarly, because they offer so many spaces to so many 

shows, there is also the worry that seeing a bad quality production affects 

audience numbers returning to see other shows in the same spaces.  From 

experience we definitely found that some of the best and worst shows we saw 

were in C Venues. If The Human Animal were to take another show to the 

Festival, we would probably look to perform in one of the more niche and 

exclusive venues, aided by our success in C Venues this year. Having said this, 

with members of the team having experienced C Venues with two different 

productions now, they are a good starting point for first-time Fringe-goers.  

 

Negotiations 

 

The final and most important piece of advice we can give is to be completely 

clear about the contract you are being offered by venues. Be very clear on what 

price the venue suggests for your ticket prices, and do thorough calculations to 

guarantee you can hit your break-even with the audience capacity being offered. 

Although most productions make a loss, you want to give yourselves the best 
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possible chance of making money from ticket sales. Because of our funding 

deadlines, we were able to negotiate the price C Venues offered us for Venue 

Hire to work in our favour. Like most venues, there were several stages of 

payments in the months prior to August, and we realised that though we were 

unable to pay the full deposit amounts, we could settle on a higher guarantee. 

The ball was in our court, and we made the contract work in our favour, so we 

would pay more afterwards should we reach a certain figure in our income from 

ticket sales. In this way, we ensured that the company would be financially stable 

throughout the whole month of Edinburgh. 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 7: Floor plan of three adjoining rooms comprising Studio 6 in C nova. 
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THE MARKETING 
 

Having previously marketed Arts Centre studio shows through Warwick’s 

student societies, all three of the company directors and the producer were able 

to pool our knowledge. This coupled with a working familiarity of the 

competition to sell a low-budget fringe show from an entirely new student-run 

company drove us to form as strong a marketing campaign as possible. Our core 

and chief aim would be making Wastwater consistently present in the minds of 

our peers, the festival community and furthermore the public sphere. 

 

Digital Marketing 

 

The early start to our online marketing campaign between January and March 

helped to establish a worthy presence for the upcoming production. Our first 

step was to maintain a website (thehumananimal.co.uk), which through striking 

visuals and carefully selected information formed a basis for presenting key facts 

about the play, production and crew behind Wastwater. The website was a key 

tool for establishing our level of professionalism, acting as a formal location 

where we could refer users to our Facebook, Twitter and Instagram accounts, 

and vice versa. It also hosted the production blog where all nine ensemble 

members would, later in the rehearsal process, contribute posts and provide an 

insight into the production in the lead up to the fringe.  

 

 
Figure 8: Website homepage screengrab. The left tabs take you to new pages to read 

about the current and past productions, and on the right, the details of the Wastwater 

run are clearly displayed. 
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Alongside the website we created and regularly updated our Facebook page. The 

popularity of Facebook as a social media platform was crucial for establishing 

not just a presence but acknowledging the need to be supported by others. As an 

emerging company, we needed as much support as we could get. The Facebook 

page could unite friends and family together in one place, a regularly updated 

location where users could follow the journey of the production. We found it 

important to make our process open rather than closed to the public in order to 

give them little tasters of what we were working on, thus enticing them to want 

to see the finished product. By the time of the intensive summer rehearsal 

process in July, we were updating the page once daily, reminding our followers 

of our dedication to the process through a consistent online presence, and make 

them feel a part of the project’s progression. We established a ‘countdown’ of 24 

days, marking the time until our opening previews. This in particular created a 

sense of intrigue and anticipation for the impending production. 

 

 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 9: Example post of the 24 days campaign on Facebook 
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We sought to establish a dialogue between the three pages – website, Facebook 

and Twitter – all three functioning in tandem to reach diverse audience 

demographics or users of particular social media platforms. For example, we 

would post on Facebook that a new blog post was out with a link to the website 

and simultaneously post this on Twitter. This gave each update multiple avenues 

of accessibility. 

 

Twitter was the most used and useful during the festival itself. Every member 

had access to the account to be able to send tweets and retweet from there. We 

kept our twitter account live throughout the day, the number of posts as 

unrestricted. Most successfully, after watching another Fringe show we would 

follow up by tweeting the company with thoughts and praise, encouraging them 

to attend Wastwater. This was an exceptionally effective way of drawing in 

audiences, as more often than not, if we sent a tweet with praise the company 

and their members would retweet it, thus sending it and our company name 

along to even more followers. 

 

 
Figure 10: Example posts from our Twitter page 

 

The use of Twitter is one of the most invaluable ways to be connected to the 

creative industry and its professionals in our contemporary technological world. 

It was through this platform that we were able to invite and perform for 

Guardian critic Lyn Gardner. With some fantastic timing, a well-phrased tweet 
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and a bit of luck, ours was the first show she saw at the 2014 Edinburgh Fringe 

Festival, and emerged with some fantastic praise of the show. This truly 

represented to us how the importance of social media should never be 

undervalued.  

 

 
Figure 11: Lyn Gardner’s praise contributed to our solid performance numbers 

throughout the run 

 

One of the key purposes of our online presence was to connect the production to 

a place beyond the university. By following and connecting to other performers, 

companies and festival attendees before we had even reached Edinburgh itself 

we quickly cemented ourselves as part of the ‘community’ of the festival. We had 

also already produced associations of being collected, organised and professional, 

and so worth watching.  

 

One of the main issues we encountered with our online marketing was the rift 

between professionalism and likeability. We were keen to draw in public interest 

through a collation of a variety of mediums, including both written responses 

and photographic evidence of the process, as well as more informal evidence of 

socialization. We felt by exposing our down time (going to the pub, having 

dinners together, watching films) as well as our working time (rehearsing, 

production meetings, arrival of material) was important in letting an audience 

connect with us. In showcasing our own enjoyment, we could further invite 

followers to enjoy the process along with us. However we had to be careful not to 

lose our professional standards, and it proved difficult striking a balance 

between the chatty and informal whilst being equally informative and 

professional. Were we more interested in appealing to our peers or to industry 

professionals? 
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Selling the Show 

 

Our producer was lucky enough to attend a workshop at the Birmingham mac, 

where he met and spoke with industry professional Vicky Graham. One of the 

key benefits was her advice to identify and utilise our unique selling points as a 

show, which we established as the following: 

 

 Simon Stephens 

 Promenade/Interactive (form) 

 University of Warwick 

 C Venues is popular 

 Ensemble (no actor/director distinction)  

 

It was these words that informed our publicity designs as well as our flyering 

spiel as we conversed directly with the public. We were careful to exploit and 

utilise these elements as much as possible. Some examples of how these were 

used: 

 

SIMON STEPHENS: As a prolific British playwright, Stephens has a fan base and 

popularity of his own. We quickly used the online fringe brochure to identify 

other plays by Stephens, and use this as an opportunity to connect with them 

both on Twitter and on the Royal Mile. They would most likely be a fan of his 

work and thus this could help to draw audiences into our theatre. In addition, we 

used Stephens himself. Early on we tweeted him to ask him a query about the 

production and he then continued to reply and retweet our successes throughout 

the process. Access to his followers will have greatly expanded our potential 

audience reach.  

 

PROMENADE/INTERACTIVE: We made sure, again, to connect with other 

companies using similar theatrical forms. This would in addition be beneficial for 

ourselves in expanding our knowledge of these styles and how they can be 

utilised in a performance context. 

 

UNIVERSITY OF WARWICK: This was a key technique that helped us to draw 

alumni students and companies from the university, of whom we discovered 

there were a great deal of. To name a few: Barrel Organ with Nothing, Fat Git 

with Winky, Kill the Beast with The Boy Who Kicked Pigs, Fellswoop with 

Ablutions, Warwick University Drama Society with I Am the Wind, Music Theatre 

Warwick with The Improv Musical, Unhinged Creations and Freshblood Theatre 

with Phantom Pain. In addition, Warwick’s strong national reputation for student 

theatre assisted in drawing in our audiences. 
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C VENUES: Being included in the C venues brochure in addition to the general 

fringe brochure was a plus of being with the venue, as this would be exchanged 

and read by a plethora of other companies. We were also represented by posters 

and flyers throughout not only the India Buildings where we performed, but each 

of the five large venues that C manages – Main, Nova, Too, Cubed and South. We 

also made a big effort to connect with the C venues front of house and box office 

staff, a relationship which helped them to recommend our show to customers.  

 

 
Figure 12: Cementing strong relationships with the C Venues team, we were elected by 

them as Company of the day leading to this mini-interview and further exposure within 

the venue’s community 

ENSEMBLE Explaining the concept of the ‘dir-actor’ relationship helped appeal 

our show to fellow artists and performers alike. Within the creative world 

innovative ways of working are commended and appreciated, thus making our 

piece stand out from others. 

 

 

Flyering 

 

Flyering on the Royal Mile is a fringe tradition, but in many ways is vastly limited. 

Though it is important to exercise a street presence, the mile is mostly filled with 

tourists on their way to famous landmarks and thus not an especially effective 

place to target fringe-goers. We spent almost two hours every day flyering, and 

yet the real effects on audience numbers were initiated when we engaged in long 

conversations, mostly with other companies who were also flyering.  

 

 
Figure 13: Example of our flyer with reviews attached 
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We also spread as many posters as possible throughout cafes, shops and pubs in 

late July even before the beginning of the run, and during the run taped together 

and spread across the large mile podiums in attempt to make short-lived impacts 

on passers by. Yet whether the resultant audiences were an immediate outcome 

of this is far less certain. Particularly towards the end of the run, the entire 

ensemble was exhausted by the prospect of flyering and a lack of enjoyment 

would be sure to produce poorer results. 

 

 
 

 

 

 

 

 

 

 

 

Figure 14: An example of using outside parties (edfringereview.com) as a platform to 

market our production 

 

One of the key events at which we publicised our show was ‘Meet the Media’, an 

event organised by the Fringe Central Events Programme. At this we were 

encouraged to bring hard copies of press releases, flyers and publicity material 

to tempt media representative into attending or reviewing our show. Three of us 

attended this event and were able to converse with representatives from seven 

different publications, including ThreeWeeks who later reviewed the show. Such 

results earned us four stars and a rave review, then becoming a key marketing 

tool and selling point and directly drawing in larger crowds. There were also a 

great deal more fringe events listed in the guides that if we had not been so 

strapped for time due to flyering, we might have attended more of, which in 

retrospect we felt may have been more helpful. 

 

All in all, it was a combination of factors that made the show sell. However in 

retrospect, our time would perhaps been of better use attending more shows and 

networking with other companies, fringe-goers and professionals than handing 

out leaflets to passers by.  
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Audiences 

 

The combination of careful choices, a clear marketing strategy, effective publicity 

designs and a strong performance in itself, our run of Wastwater had 

consistently strong audiences and was sold out on a number of occasions. We 

averaged close to 26 audience members per night out of a 35 capacity. For full 

details, please refer to our Full Sales Report. 

 

Publicity 

 

A striking publicity design is so essential to your show being noticed. To reflect 

the equal importance being put on all three pairings of characters, as well as 

them being performed in self-contained spaces, we used three images across our 

entire campaign. Each contained a photograph of the actors playing the different 

pairings to directly link with the content of the production, and we played with 

the notion of distancing and communication being devalued through the 

inclusion of a smartphone in the foreground of the images. By having the same 

photograph with the eyes censored and in black and white, it reflects the 

characters’ disposition in modern society, where they experience a false feeling 

of connection with the world. 

 

 

 

Figure 15: All three of our final Wastwater publicity designs 
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THE PRODUCER 
 

As part of the company’s plan to get Wastwater to the Edinburgh Festival Fringe, 

it was agreed that we would need a producer to work with the company to 

achieve this goal. By January 2014 the company directors had brought on Jamie 

Wright as producer, who has had experience as Producer and Marketing 

Manager for several productions at the Warwick Arts Centre whilst at studying 

at Warwick.  

 

At a first glance, this might seem like an odd move when looking at the ensemble 

structure of the company. There are many pre-conceived ideas of an over-ruling, 

money-controlling theatre producer who works solely for the financial benefit of 

themselves and those high within a hierarchical structure. On the contrary, these 

ideas, particularly in our case, are very out-dated; the role of the producer 

entailing a great deal of creativity, patience and hard-work in the role as a 

practical facilitator of theatre rather than as an over-ruling figure.  In the next 

section I shall outline the different roles and responsibilities of the producer 

before, during and after the run in Edinburgh as a guide to how the role of the 

producer changes and why we chose to include a producer as part of the 

Wastwater team.  

 

Prior to Edinburgh 

- Organisation 

Organising a production for the theatre is a large task. Organising a promenade 

production in a flexible performance space used by several different companies 

and audiences per day in the world’s largest and most competitive arts festival is 

a different medium all-together.  

As the production took shape over the period of several months, a great deal of 

organisation and careful planning was needed along the way in order to schedule, 

re-arrange and document every step of the production as the production grew 

and changed as time passed and new challenges were faced and tackled before 

the production had even reached its performance space.  

 

These tasks included: 

1. Acquiring and confirming venue hire 

2. Creating a rehearsal schedule 

3. Acquiring Public Liability Insurance  

4. Van Hire 

5. Creating a detailed budget breakdown 

6. Liaising between the Ensemble, Stage Manager and Production Designer 

7. Working to create a marketing schedule and ordering marketing materials  
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8. Liaising between the company and Festival Officials  

9. Acquiring PRS Licencing for use of music and sound-effects  

10. Confirming travel details for the Company up to Edinburgh.  

It seems surprising to think that many of these tasks took months of preparation 

and work to organise, schedule and document before the festival. On the other 

hand, it is the job of the producer to complete many of these tasks 

simultaneously and be in constant contact with the production team, ensemble 

and festival organisers as the production changed and evolved through rehearsal.  

 

- Negotiation 

The production naturally took shape through the intensive rehearsal period, and 

often changed and developed in many ways that we as a company were not 

expecting for a number of reasons: artistic choices; spatial dynamics; economic 

circumstances; time constraints etc. At one point coming towards the end of 

rehearsals the production design and use of promenade theatre were debated to 

change, meaning the production would run scenes simultaneously and three sets 

of audiences would watch three different scenes in different orders, which again 

would mean a whole new set of challenges for the production team and the 

ensemble, which has the potential to cause stress and confusion with many 

different voices. It was therefore the role of the producer to act as the mediator 

within the company to work creatively with the entire company to find solutions 

and negotiations between artistic interpretation and practicality for such an 

ambitious project.  

 

- Objective-Observer  

Many of the tasks above require a lot of time and attention; it is not always 

possible for the producer to be present within the rehearsal room as the 

production takes shape. However, this did not prove to be a negative product of 

the producer’s time. In fact this allowed the producer to also take the role as an 

objective observer for the project; looking upon the production from a wider 

perspective to give feedback and spot potential issues that could arise from 

practical restraints that may not have been thought-about when focussing 

closely on the text and the delivery of the play itself.  
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In Edinburgh 

- Organisation 

Having arrived in Edinburgh a great deal of organisation is needed upon arrival 

to ensure the production is able to run smoothly within the venue and that 

audiences are engaged and interested with the production from the word go. As 

we were participants within the much larger festival this now meant complying 

to the restrictions and regulations of the festival organisers, therefore ensuring 

the company was fully registered with the festival and with the venue, tech and 

dress rehearsals ran within the designated time schedule published by the 

festival and venue management, as well as ensuring that everything that had 

been organised and scheduled before the move to Edinburgh was being carried 

out as planned to ensure the production was at the highest standard it could be.  

 

- People Management  

Further into the run different types of organisation were required along the way 

to ensure the production and the company kept running over the month of the 

festival. A very large part of the role of the Producer became a facilitator of 

people-management. The scale and competitive nature of the Edinburgh Festival 

Fringe is as exciting as it is exhausting; the main job of the producer was 

therefore to create a daily schedule for the company in order to market the 

production, perform and organise a large-scale performance, but it was also to 

ensure the company could enjoy the festival at the same time without causing 

conflict with the production and with each-other. This therefore required a fine 

balancing act between maintaining a strong work ethic and a high level of 

sensitivity toward individual and personal differences within the company to 

ensure that each company member felt supported and confident as part of an 

equal working team. 

 

Post-Edinburgh 

After the last performance of Wastwater finished, this did not signal the end of 

the work for the collective or the producer. In terms of the physical properties, 

the entire contents of the production had to be moved from the performance 

venue and re-located back to its original location or into storage for future use.  

The end of the production also signals a key time for the producer to reflect upon 

the production and re-assess the budget and the production expenditure to 

ensure that all costs have been paid and that the individual company members 

are reimbursed for their contributions to the production (in coherence to the 

detailed budget breakdown that was created prior to the festival.)  
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3 Tips for Producing in Edinburgh 

The Edinburgh Festival Fringe can be a daunting experience for any producer, let 

alone a producer who is most-likely a student who is learning the tricks of the 

job as they go. Therefore from this experience of producing at the Fringe that 

could be useful for any students who are taking on this mammoth festival:  

 

Be creative 

Just because the Producer is not directly involved in the direction or design of a 

production does not mean that they have no creative licence. A huge part of 

Producing for a challenging festival environment is being able to find creative 

solutions to a whole host of challenges and problems that crop-up along the way 

by thinking both artistically and practically to assess the difficulties from a 

wider-perspective, negotiating between both the company and Festival to create 

the best results.  

 

Be flexible 

As hard as a producer can try to have everything under a high-level of control, 

ultimately different problems will pop-up and this will require a high-level of 

flexibility to cope with these changes yet maintain order to keep the production 

running as smoothly as possible.  

 

Be brave 

Taking any production to the Edinburgh Festival Fringe is a daunting task. 

Inevitably there will be times where a Producer may feel overwhelmed with the 

scale of the festival, the amount of organisation required or even the challenges 

that they may face within the personal relationships with working in a company 

of friends. However, it is important to remember that the festival is an enormous 

melting-pot of all different types of people, projects and art forms that are 

ultimately all working towards the same goal, but arrive there in many different 

ways. It is therefore crucial to take those first steps and be brave; face those 

challenges head-on and enjoy the work that you are doing.  
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CONCLUSION 

 
For us, the whole experience of taking a production to the Edinburgh Festival 

Fringe proved to be absolutely invaluable. As a result of Wastwater, we have 

gained contacts in the professional industry, building a reputation for The 

Human Animal as a collective,whilst also developing individual skills relevant to 

working in a collaborative environment as well as more specifically within the 

arts industry. We feel we struck the right balance in exerting a significant 

amount of theatrical experimentation within the project, whilst also successfully 

promoting our show to a wide audience demographic. All in all, this marked us 

out as being a forward-thinking young company, where we gained recognition 

for our professionalism both creatively and administratively. 

 

We recognize that there is still a lot we can learn about the Fringe and similar 

festivals’ dynamics, but we strongly believe that our time in Edinburgh served as 

a learning process for how best to tackle the festival should we return in the 

future. We hope similarly that other fledgling theatre companies may learn from 

both our successes and failures, and through forward-planning and effective 

organization, they may benefit in the same ways that we did.  

 
 

 

Figure 16: Production photo from Scene Two of Wastwater 
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APPENDICES 
 

FINAL WASTWATER EXPENDITURE 

 

DATE ITEM  INCOMING £  OUTGOING £ 

DECEMBER       

27.12.2013 Website   8.39 

        

FEBRURARY        

2.02.2014 Company Registration     

       10.00  

        5.00  

4.02.2014 Clive Barker Award   600.00    

        

02.02.2014 Company Service Contracts                   43.99  

  Company Service Contracts                   43.99  

  Company Service Contracts                   43.99  

        

  Rights Casaratto                 600.00  

        

MARCH       

11.03.14 Lord Rootes Fund         2,550.00    

12.03.14 Simon Funding            500.00    

13.03.2014 Waitrose Community Matters            304.00    

        

APRIL       

11.04.14 C Venues Studio 6 Hire                 500.00  

11.04.14 Ed Fringe Registration                 400.00  

        

MAY       

01.05.14 Second Payment: C Venues              1,000.00  

        

JUNE       

9.06.14 
Student VCO Sponsorship 

Fund     

        

JULY       

01.07.14 Third Payment: C Venues              1,000.00  

20.07.14 Van Hire: Arrival                 119.19  

21.07.14 Publicity Printing                 503.93  

24.07.14 Globus International Trading         1,000.00    

24.07.14 Public Liability Insurance                 199.99  

25.07.14 Live Plants                    3.50  
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26.07.14 Petrol: Arrival                 128.10  

  Additional Petrol                   19.98  

24.07.14 The Skinny Advert                 354.00  

  SET COSTS     

29.07.14 Red Ties                    8.00  

  Gun                    2.50  

  Dust Sheets/Bin Liners                    4.00  

  LX Tape                    2.97  

  Handcuffs/Gun                    2.00  

  High Vis X3                   14.97  

  White Paper                    2.50  

  Black Paint                    2.99  

  Gaffa/Transition Tape                   11.48  

  Passport Covers                    2.99  

  Printing X21                    1.05  

  Login Fringe Central                    2.00  

  Blood Ingredients/ Doughnuts                    4.09  

  Stamps                   10.48  

  Pregnancy Test                    1.00  

  Printing Warwick                    4.20  

  Handcuffs WSAF                    2.49  

  Selotape/Bluetack                    8.95  

  5 CDS                    1.00  

  Tesco Phone                   19.00  

  World Map Stickers                    2.38  

  World Map                   14.99  

  Dressing Room Key                   10.00  

  Plastic Bags                    3.00  

AUGUST       

  Printing Bulk/Stapler                   11.06  

06.08.14 Printing Bulk                   20.11  

09.08.14 
IATL Festival Performance 

Bursary            400.00    

  Shloer (Scene 2)                    5.25  

  Doughnuts (Scene 3)                    1.10  

  Hazard Tape                    4.99  

  LX Tape                    1.50  

  Paper Trimmer                   26.99  

  Printing Bulk                   21.60  

  Shloer (Scene 2)                    1.75  

  Bottled Water/Cups/Selotape                    4.00  

  Hazard Tape                   21.46  

11.08.14 LX Tape                    1.50  

11.08.14 Stapler/Tape/Scissors                    8.06  

11.08.14 LX Tape/Flameproofing                    4.00  
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16.08.14 Shloer/Doughnuts X2                    6.20  

16.08.14 Set Transport Taxi                   10.00  

        

26.08.14 Van Hire                 182.82  

26.08.14 Petrol: Departure                 119.00  

26.08/14 Parking Charge                    8.00  

26.08.14 Parking Fine                   30.00  

27.08.14 A3 Envelopes                   16.17  

        

SEPTEMBER       

04.09.14 IATL Festival Bursary            100.00    

10.09.14 Indiegogo Payment            396.00    

TOTALS           5,850.00             5,473.28  

TOTAL CURRENT 
EXPENDITURE              376.72    
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PRESS RELEASE 
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MARKETING SCHEDULE 

WEEK OBJECTIVE TIME SCALE AGENDA 

30/06/14  Social Media Guide 

 WSAF Installation Blog 

 First Impressions – Sian 
and Jonathan  

 Press release drafts. 
 

 1ST – 2ND  

 4TH 

 6TH  
 

 4TH – 5TH  

ADMIN WEEK. 
 

CATCHING UP FROM 
WSAF. 

 
FIRST IMPRESSIONS.  

07/07/14  #EDFRINGE 

 Rehearsals begin. 

 7TH – 10th Alex and 
Juliet to collate ideas 
for blog posts – actors. 

 Chidgey and Maria to 
collate ideas Directorial 
blog posts. 

 Bryony to take 
headshots for the cast 
and production team, 
released over a period 
of 24 hours. 

 Press release 
completed and sent to 
local papers. Edinburgh 
media outlets 
contacted. 

 11th – 14th Sam and 
Bryony blog 
posts/photos. 

 11TH – 14TH Alex and 
Juliet Directorial Blog 
posts/images. 

 Producer’s weekly 
round-up. 

 Tee-shirt designs 

 Tee-Shirt orders. 

 Poster and Flyer 
orders.  

 

 ALWAYS 
 

 7TH – 10TH 
 

 7TH – 10TH 
 

 11TH 
 

 
 

 7TH 
 
 

 11TH – 14TH 
 

 11TH – 14TH 
 

 13TH 
 

 11TH – 14TH  
 

 

 13TH  
 

 9TH  

 11TH 

 7TH – 13TH 

REHEARSALS BEGIN. 
 
 
 
 

 
FOCUS ON TARGETING 

LOCAL NEWS AND 
PRESS.  

 
 
 
 

CONTACTING MAJOR 
EDINBURGH 

PUBLICATIONS 
 
 
 
 

 
PHYSICAL MARKETING 
MATERIALS ORDERED. 

14/07/14  16TH – 19TH Chidgey and 
Maria actors posts. 

 16TH -19TH Sam and 
Bryony Directorial blog 
posts. 

 TRANSITION POSTS. 
EVERYONE TOGETHER. 

 2ND TRANSITIONS – ALL 
POSTS. 

 Design posts 

 Producer’s Weekly 

 16TH – 19TH  
 

 16TH – 19TH  
 

 15TH  
 

 20TH  
 

 20TH 
 

 20TH  

FIRST REHEARSALS 
 

TRANSITIONS & 
COMING TOGETHER. 

 
INTRODUCING DESIGN 

ELEMENTS OF 
WASTWATER. 

 
FOCUS ON TARGETING 

BLOGGERS/OTHER 
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round-up. 
 

INTERNET –BASED 
OUTLETS.  

21/07/14  Trailer filmed and edited 
by Jared. 

 Final dress rehearsal 
photos from Warwick 
uploaded. 

 Moving to Edinburgh 
updates.  

 21ST – 26TH  
 

 25TH  
 

 25TH – 26TH  

FULL-SHOW RUNS 
BEGIN. 

 
 
 

MOVE TO 
EDINBURGH. 

28/07/14  Rehearsal photos  

 Dress and Tech rehearsal 
photos.  

 BOMBARDING 
EDINBURGH PRESS.  

 27TH – 29TH  

 27TH – 29TH  
 

 ALWAYS 

`EDINBURGH WORK. 
C VENUE MOVE. 

GO GET ‘EM KITTIES.  

PERFORMANCES BEGIN 

30/07 -
04/08/14 

FIRST PERFORMANCES. 

 Full launch of flyering 
strategy.  

 Edinburgh strip – 
Facebook uploads and 
tagging.  

 Tweeting about other 
performances we see.  

 Re-posting of 
reviews/blogs/fun things 
we do. 

 Mid-run blog posts.  

 Stage performances 

 30TH – 8TH 

  1ST – 16TH  
 

 1ST – 16TH  
 

 ALWAYS.  
 

 ALWAYS.  
 
 

 8TH – 10TH  

 1st, 3rd, 5th, 
7th, 9th - 
16:10 - 16:30 

PRESS REVIEWS.  
 

FLYERING STRATEGY 
 

STAGE 
PERFORMANCES. 

 

11/08/14 FINAL PERFORMANCES.  

 Films of the scene 
changes.  

 Stage performances. 

 Final performances.  

 

 11TH – 12TH  
 
 

 11th, 13th, 
15th - 15:30 - 
15:50 

FINAL 
PERFORMANCES. 

 
HOW HAVE WE 

DEVELOPED? 
 

WHAT HAVE WE 
CHANGED? 
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SOCIAL MEDIA GUIDE 

 
So this is a list summarising how The Human Animal should be presented on the 
social media platforms we are using. Because we are working collaboratively it 
will often be different people posting on all platforms, so it’s really just to ensure 
that we’re being consistent and that to the general public there is no real obvious 
difference between how different ensemble members are using social media! 
Some of it’s really obvious but it’s just so we’re all absolutely on the same page X 
 
GENERAL RULES FOR ALL PLATFORMS 
 

 We want to strike the best balance between being professional and 

informal so the main function is to communicate the information as 

clearly as possible but whilst also making it clear that it is a human being 

behind the keyboard. 

 Because we want to show ourselves as a young forward-thinking 

company, all sorts of banter is good – but try and keep it relevant to 

theatre or the specific production. Because we are trying to promote 

ourselves as a company outside of just Warwick, in-jokes and quips 

exclusive to Warwick should be avoided as much as possible, as we want 

the general public to feel like they can relate to us as a company. 

 BEFORE POSTING – Always look at the most recent posts as it may not be 

you who posted last. Basically just check that what you’re going to post 

hasn’t been covered before so we’re always generating new and 

interesting content.  

 MEDIA – Photos and videos are always going to be the most appealing, so 

if there is a picture (find it on the Dropbox or Instagram) which would go 

well with what you’re saying then shove it alongside the post. 

 Use links to website, tickets and other platforms as much as possible. If 

there’s still some room left on your post, refer people to the following: 

 
Tickets: https://www.edfringe.com/whats-on/theatre/wastwater 
Website: thehumananimal.co.uk  

In particular, the blog: thehumananimal.co.uk/ourblog) 
Facebook: facebook.com/thehumananimal 
Twitter: @TheHumanAnimal 
Instagram: wastwater 

 It’s good to use individual’s names in the company, but as the general 

public won’t know us, try to put character names in brackets or reference 

their position within the production. 
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TWITTER 
 

 We want to be tweeting on a daily basis when we get into the month 

before the festival, increased to multiple a day at least during August 

when we’re in Edinburgh 

 Always check the ‘notifications’ tab to see our activity and if we can 

retweet or reply to anybody on there 

 Use #Wastwater as much as possible 

 Mention @edfringe, #edfringe and #unbored for a chance to get publicity 

and retweets from the Fringe Society (I know their social media person so 

will try and get a follow from them so increased chance of retweets etc.) 

 Mention @CVenues as well and look out for any mentions we get from 

them. 

 For pictures, try and get a mix between linking from Instagram and 

posting them straight to Twitter (Instagram is just the link whereas 

Twitter gets the thumbnails up to catch attention on home feeds) 

 Tweet other companies’ shows we are seeing Edinburgh and follow them 

on Twitter. Hopefully if we scratch their back, they will scratch ours. 

 
FACEBOOK 

 
 Posting 3 or 4 times a week in the month before and daily during the 

Festival. 

 Tag people in photos from the production to increase the audience we are 

reaching out to. 

 Monitor the insights on the page so we can see which posts are doing well, 

and try and replicate those which are most successful. 

 Like Twitter, photos and whole albums go down really well on the news 

feed. 

 Always comment on any post to the page as ‘The Human Animal’ – It can 

be changed at the top of the page. 

 There is the potential to ‘boost posts’ by paying money where we can 

choose the demographics of our audience and multiply the views it gets 

by a significant amount. 

 When you post something important on the page, get everyone else in the 

group to share it as this helps get the views up on the post by a crazy 

amount. 

 
INSTAGRAM 

 
 Several pictures a week in the month before and daily during the Festival. 

 Same hashtags as twitters are good for Instagram, as they will appear on 

our Twitter feed as well. 



 

 

 40 

 Wide range of filters to make us look classy as fuck. 

 Balance the content of the photographs between rehearsals and 

socialising/seeing shows so we project ourselves as both working and 

playing hard. 

 Try and upload these pictures to other social media platforms as the 

filters always look professional and may be more favourable than normal 

smartphone photographs. 

 



Full Sales Breakdown For Linking Venues
Grouped by Venue
Grouped by Subvenue
Grouped by Event
Grouped by Performance
VENUE = C, C cubed, C nova, C south, C too
SEASON = Active Seasons

QtyQty Qty Value
Totals

Value
Non-Fringe

Ticket Price Value
Fringe

C nova
studio 6
Wastwater

2  8.50Price band 1 - FFF241-CV  4.25 0  0.00 2  8.50
0  0.00Price band 1 - Full Price  8.50 1  8.50 1  8.50

10  0.00Price band 1 - Papering
Comp

 0.00 0  0.00 10  0.00

1  0.00Price band 1 - Press Comp  0.00 0  0.00 1  0.00
9  0.00Price band 1 - Standby

Comp
 0.00 0  0.00 9  0.00

0  0.00Price band 1 - Student  6.50 1  6.50 1  6.50
30/07/14 18:25 On Sale  8.50222  15.00  23.5024

5  0.00Price band 1 - Company
Comp

 0.00 0  0.00 5  0.00

2  17.00Price band 1 - Full Price  8.50 3  25.50 5  42.50
3  0.00Price band 1 - Standby

Comp
 0.00 0  0.00 3  0.00

3  19.50Price band 1 - Student  6.50 1  6.50 4  26.00
31/07/14 18:25 On Sale  36.50134  32.00  68.5017

2  17.00Price band 1 - Full Price  8.50 0  0.00 2  17.00
2  0.00Price band 1 - Standby

Comp
 0.00 0  0.00 2  0.00

2  13.00Price band 1 - Student  6.50 1  6.50 3  19.50
01/08/14 18:25 On Sale  30.0061  6.50  36.507

0  0.00Price band 1 - Concession  8.50 1  8.50 1  8.50
0  0.00Price band 1 - FotF  5.25 4  21.00 4  21.00
0  0.00Price band 1 - Full Price  10.50 4  42.00 4  42.00
8  0.00Price band 1 - Standby

Comp
 0.00 0  0.00 8  0.00

02/08/14 18:25 On Sale  0.0089  71.50  71.5017
0  0.00Price band 1 - FotF  5.25 4  21.00 4  21.00
0  0.00Price band 1 - Full Price  10.50 2  21.00 2  21.00
2  0.00Price band 1 - Press Comp  0.00 0  0.00 2  0.00
1  0.00Price band 1 - Promoter

Comp
 0.00 0  0.00 1  0.00

12  0.00Price band 1 - Standby
Comp

 0.00 0  0.00 12  0.00

0  0.00Price band 1 - Student  8.50 8  68.00 8  68.00
03/08/14 18:25 On Sale  0.001514  110.00  110.0029

2  10.50Price band 1 - 2for1  5.25 16  84.00 18  94.50
0  0.00Price band 1 - Concession  8.50 1  8.50 1  8.50
2  10.50Price band 1 - FFF241-CV  5.25 0  0.00 2  10.50
2  21.00Price band 1 - Full Price  10.50 0  0.00 2  21.00
3  0.00Price band 1 - Press Comp  0.00 0  0.00 3  0.00
1  0.00Price band 1 - Promoter

Comp
 0.00 0  0.00 1  0.00

0  0.00Price band 1 - Student  8.50 2  17.00 2  17.00
04/08/14 18:25 On Sale  42.001019  109.50  151.5029

6  31.50Price band 1 - 2for1  5.25 14  73.50 20  105.00
0  0.00Price band 1 - Concession  8.50 2  17.00 2  17.00
0  0.00Price band 1 - Full Price  10.50 1  10.50 1  10.50
6  0.00Price band 1 - Standby

Comp
 0.00 0  0.00 6  0.00

1  8.50Price band 1 - Student  8.50 0  0.00 1  8.50
05/08/14 18:25 On Sale  40.001317  101.00  141.0030

0  0.00Price band 1 - Concession  7.50 1  7.50 1  7.50
0  0.00Price band 1 - FotF  4.75 4  19.00 4  19.00
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Grouped by Venue
Grouped by Subvenue
Grouped by Event
Grouped by Performance
VENUE = C, C cubed, C nova, C south, C too
SEASON = Active Seasons

QtyQty Qty Value
Totals

Value
Non-Fringe

Ticket Price Value
Fringe

2  19.00Price band 1 - Full Price  9.50 2  19.00 4  38.00
2  0.00Price band 1 - Press Comp  0.00 0  0.00 2  0.00
3  0.00Price band 1 - Standby

Comp
 0.00 0  0.00 3  0.00

2  15.00Price band 1 - Student  7.50 1  7.50 3  22.50
06/08/14 18:25 On Sale  34.0098  53.00  87.0017

1  7.50Price band 1 - Concession  7.50 0  0.00 1  7.50
2  19.00Price band 1 - Full Price  9.50 0  0.00 2  19.00
6  0.00Price band 1 - Papering

Comp
 0.00 0  0.00 6  0.00

1  0.00Price band 1 - Press Comp  0.00 0  0.00 1  0.00
0  0.00Price band 1 - Senior

Citizen
 7.50 1  7.50 1  7.50

14  0.00Price band 1 - Standby
Comp

 0.00 0  0.00 14  0.00

13  97.50Price band 1 - Student  7.50 3  22.50 16  120.00
07/08/14 18:25 On Sale  124.00374  30.00  154.0041

0  0.00Price band 1 - Concession  8.50 1  8.50 1  8.50
0  0.00Price band 1 - FotF  5.25 2  10.50 2  10.50
1  10.50Price band 1 - Full Price  10.50 2  21.00 3  31.50
6  0.00Price band 1 - Papering

Comp
 0.00 0  0.00 6  0.00

4  0.00Price band 1 - Standby
Comp

 0.00 0  0.00 4  0.00

5  42.50Price band 1 - Student  8.50 3  25.50 8  68.00
08/08/14 18:25 On Sale  53.00168  65.50  118.5024

1  0.00Price band 1 - Company
Comp

 0.00 0  0.00 1  0.00

0  0.00Price band 1 - Concession  8.50 2  17.00 2  17.00
1  10.50Price band 1 - Full Price  10.50 5  52.50 6  63.00

16  0.00Price band 1 - Standby
Comp

 0.00 0  0.00 16  0.00

4  34.00Price band 1 - Student  8.50 2  17.00 6  51.00
0  0.00Price band 1 - Unwaged  8.50 1  8.50 1  8.50

09/08/14 18:25 On Sale  44.502210  95.00  139.5032
0  0.00Price band 1 - FotF  5.25 2  10.50 2  10.50
1  10.50Price band 1 - Full Price  10.50 0  0.00 1  10.50
1  0.00Price band 1 - Press Comp  0.00 0  0.00 1  0.00
5  0.00Price band 1 - Standby

Comp
 0.00 0  0.00 5  0.00

4  34.00Price band 1 - Student  8.50 3  25.50 7  59.50
10/08/14 18:25 On Sale  44.50115  36.00  80.5016

0  0.00Price band 1 - FotF  4.25 2  8.50 2  8.50
1  8.50Price band 1 - Full Price  8.50 5  42.50 6  51.00
1  0.00Price band 1 - Promoter

Comp
 0.00 0  0.00 1  0.00

3  0.00Price band 1 - Standby
Comp

 0.00 0  0.00 3  0.00

8  52.00Price band 1 - Student  6.50 6  39.00 14  91.00
11/08/14 18:25 On Sale  60.501313  90.00  150.5026

0  0.00Price band 1 - Concession  6.50 1  6.50 1  6.50
0  0.00Price band 1 - FotF  4.25 2  8.50 2  8.50
1  8.50Price band 1 - Full Price  8.50 5  42.50 6  51.00

21  0.00Price band 1 - Standby
Comp

 0.00 0  0.00 21  0.00

10  65.00Price band 1 - Student  6.50 1  6.50 11  71.50
12/08/14 18:25 On Sale  73.50329  64.00  137.5041

2  15.00Price band 1 - Concession  7.50 3  22.50 5  37.50
0  0.00Price band 1 - Full Price  9.50 6  57.00 6  57.00
6  0.00Price band 1 - Standby

Comp
 0.00 0  0.00 6  0.00

0  0.00Price band 1 - Student  7.50 4  30.00 4  30.00
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Grouped by Venue
Grouped by Subvenue
Grouped by Event
Grouped by Performance
VENUE = C, C cubed, C nova, C south, C too
SEASON = Active Seasons

QtyQty Qty Value
Totals

Value
Non-Fringe

Ticket Price Value
Fringe

13/08/14 18:25 On Sale  15.00813  109.50  124.5021
1  7.50Price band 1 - C Passholder

Conc
 7.50 0  0.00 1  7.50

0  0.00Price band 1 - Concession  7.50 3  22.50 3  22.50
0  0.00Price band 1 - FotF  4.75 2  9.50 2  9.50
0  0.00Price band 1 - Fringe

Industry Comp
 0.00 1  0.00 1  0.00

3  28.50Price band 1 - Full Price  9.50 0  0.00 3  28.50
11  0.00Price band 1 - Standby

Comp
 0.00 0  0.00 11  0.00

8  60.00Price band 1 - Student  7.50 5  37.50 13  97.50
14/08/14 18:25 On Sale  96.002311  69.50  165.5034

0  0.00Price band 1 - FotF  5.25 2  10.50 2  10.50
0  0.00Price band 1 - Full Price  10.50 9  94.50 9  94.50

12  0.00Price band 1 - Standby
Comp

 0.00 0  0.00 12  0.00

0  0.00Price band 1 - Student  8.50 2  17.00 2  17.00
15/08/14 18:25 On Sale  0.001213  122.00  122.0025

1  0.00Price band 1 - Company
Comp

 0.00 0  0.00 1  0.00

0  0.00Price band 1 - FotF  5.25 2  10.50 2  10.50
1  10.50Price band 1 - Full Price  10.50 5  52.50 6  63.00
1  0.00Price band 1 - Press Comp  0.00 0  0.00 1  0.00

13  0.00Price band 1 - Standby
Comp

 0.00 0  0.00 13  0.00

5  42.50Price band 1 - Student  8.50 7  59.50 12  102.00
16/08/14 18:25 On Sale  53.002114  122.50  175.5035

 755.00291Event Total 174  1,302.50  2,057.50465

 755.00291Sub-Venue Total 174  1,302.50 465  2,057.50

291  755.00Venue 174  1,302.50  2,057.50465

Total 291  755.00  2,057.50465174  1,302.50

* Venue title, then sub venue title, then event title, then price band - concession title, followed by the performance date as footer
* Ticket Price: The unit price of ticket
* Fringe Qty: Quantity of tickets sold by the fringe organisation
* Fringe Value: Amount value of tickets sold by the fringe organisation
* Non-Fringe Qty: Quantity of tickets sold by another organisation than the fringe organisation
* Non-Fringe Value: Amount value of tickets sold by another organisation than the fringe organisation
* Totals Qty: Total ticket sold
* Totals Value: Total amount value of tickets sold
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