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An introduction to Clown Funeral 
Clown Funeral is a new devising company formed from current University of 

Warwick students from across various departments. We work collaboratively from 

a wide range of theatrical styles, from grotesque comedy to tightly-choreographed 

physical theatre. As a professional company, we have only just created and 

completed a run of one show, (Mr Poe’s Legendarium, which went to the 

Edinburgh Fringe 2015), but we have been working together in different roles and 

projects throughout our time at university. We formed out of Codpiece Theatre, a 

devising and adaptation society on which many members of our company are 

current/previous exec members. 

Although Clown Funeral officially formed in October 2014, the nuclear group have 

been working together since November 2013 on a number of projects. These 

include three devised pieces (This & That, The Other Woman and Bienvenue au 

Carnival) in our first year, as well as a playful physical adaptation of Chekhov’s On 

The High Road. Since then, we have tended to use society shows as a chance to 

explore other styles and ideas, which have then fed in to our focused Clown 

Funeral workshops and rehearsals. 

This was the team for Mr Poe’s Legendarium:  

 Sam George: Director 

 Sam Thorogood: Producer and Performer 

 Oscar Owen: Associate Producer 

 Christina Owen: Company Manager and Performer  

 Alex Webster: Dramaturg and Designer  

 Alex Wallis: Publicity Designer and Marketing Manager 

 Rachel Elfassy Bitoun: Performer 

 Freddie Paul: Performer 

 Ella Tebay: Performer 

 Patrick Tobin: Performer 

 

 

 

 

  
Figure 2: Clown Funeral's logo 
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Purpose of this report 
This report serves two primary purposes. 

Firstly, it seeks to document Clown 

Funeral’s experience of the 2015 

Edinburgh Fringe. Secondly, as ‘a guide 

to the Edinburgh Fringe’ it attempts to 

offer advice, guidance and pointers for 

any emerging theatre companies 

embarking on a Fringe show.   

The Edinburgh Fringe is, as we found, an 

incredibly rewarding, formative 

opportunity for aspiring theatre-makers. 

As the largest arts festival in the world, it 

offers the chance to share work with a 

vast, eclectic but fundamentally like-

minded audience.  

It was the ideal first outing for Clown 

Funeral precisely for this reason: our 

show Mr Poe’s Legendarium was in the 

same programme as work from well-

established companies and first-timers 

alike, from around the globe and working 

in a multitude of styles. What attracted 

the many thousands to the Scottish 

capital was this eclecticism but 

fundamentally the shared desire to engage with the arts. Through its inclusion in 

the Fringe programme, Mr Poe’s Legendarium attracted Clown Funeral’s ideal 

audience. 

The Fringe was formative not only in providing a platform for our own work, but 

also in opening our eyes to inspirational work from other companies. With over 

three thousand shows being performed over the month of August, the scope for 

artistic maturation was extensive, and the shows we saw will undoubtedly inform 

our future work. 

In short, Clown Funeral’s first Fringe was an incredible experience. This report 

hopefully reflects that. Ideally, it will also go further: debunking some of the 

myths of the Fringe, offering some first-hand advice and making suggestions that 

should aid future companies as they embark on their own Edinburgh Fringe 

journeys.  

Figure 3: Two members of the company postering for the 
show 
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The show 
Mr Poe’s Legendarium is a devised show based around humour, grotesquerie, and 

social anxieties. It is a dark comedy, in which we have found urban myths, legends 

and ideas that we believe have thematic links to Edgar Allan Poe’s work, and 

imagined them as his poems translated onto the stage. We used a variety of 

theatrical styles to explore these ideas, from clowning and contact improvisation 

to cinematic theatre and slapstick humour. The idea of this was partially to 

replicate the rich, stylistic grotesquerie of Poe’s poetry, but also to help us find our 

feet as a company, working out what styles of theatre we are keen to work with. 

The show itself was three short stories linked by the double-act of Edgar Allen Poe 

and Sigmund Freud, introducing and comically analysing them respectively. These 

stories were based around urban myths of a wig inhabited by venomous spiders, a 

séance gone wrong, and a chain letter that transforms someone’s life. These were 

very well-chosen as ideas that Poe could have written, and each story was concise, 

enjoyable and funny, broken up with an entertaining framing device in Poe and 

Freud. We had a number of sessions focused on writing these, and editing other 

sections to keep the writing and punchy and comedic as possible. The writing was 

sometimes a little simplistic or crude, but the mock poems we created for the 

character of Edgar Allen Poe were both effective imitations and humorous 

parodies. 

Figure 4: ‘Mr Poe’s Legendarium’. Photo credit: Nick Rutter 
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Where the show itself was most 

successful was in the fast pace 

and tight choreography. We 

received excellent audience and 

critical feedback on these 

aspects, and they allowed for a 

show that was constantly 

engaging for the audience. The 

strong visual aesthetic was 

frequently praised, from these 

aspects to the design and 

particular use of space, and this 

has given us a strong aesthetic 

base to develop future shows on. 

The visual style also allowed us 

to weave the comedy into the 

physical side of the performance 

as well as the writing. 

Our main problem with the final 

product was that, at times, the 

humour felt that it lacked bite, 

and the three different stories as 

opposed to one meant that the 

show felt a little diffused. This 

was fine for a piece of light 

entertainment, but we are all keen for future projects to have a more focused, and 

hopefully provocative, central idea. We all keenly felt that we need to spend more 

time workshopping and developing our ideas before we submit forms off to 

theatres, as we felt limited by certain ideas that we put in the submissions. 

 

  

Figure 5: 'Mr Poe’s Legendarium’. Photo credit: Nick Rutter 
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The rehearsal process 
Rehearsal for Mr Poe’s Legendarium took place over a period of roughly five weeks 

of intensive daily rehearsals. Generally we worked six day weeks, although this 

varied depending on availability of the cast, intensity of the rehearsal process and 

the proximity to our Edinburgh travel deadline. Research and preliminary 

workshops for the main rehearsal process happened sporadically months in 

advance of the main block of rehearsals. From these more informal meetings and 

workshops we had already ascertained the form, aesthetic and narrative source 

material for the production. 

The early part of the rehearsal process took an experimental focus. We 

intentionally distanced ourselves from the rehearsal material we had already 

prepared in terms of the technicalities of plot in order to prevent any stagnation of 

ideas. During this phase we looked at more general techniques about 

communicating narrative to an audience, and different ways of expressing a 

theatrical idea. These exercises ranged from contact improvisation, improvised 

movement inspired by musical stimuli, and mimicking cinematic styles through 

mime. The main purpose of these experimentations was to create a diverse but 

shared theatrical language throughout the ensemble, allowing us to communicate 

our ideas for different scenes with more clarity. 

The second phase started to bring in more elements of the narrative. A lot of this 

phase was propelled by the implementation of visual and textual resources brought 

into the room by the Dramaturg. One early rehearsal in this process involved 

taking the images from the dramaturgical pack and covering the floor of the 

rehearsal room, allowing the actors in the ensemble to have complete free 

exploration of them and to write down initial creative response to the stimuli. 

From these initial responses, the actors temporarily took on the role of Director to 

convert their creative responses into short scenes, still images or interactive 

theatrical spaces. This way of working came to be known as the ‘moment 

machine’, which we returned to when we started developing the individual strands 

of the show. 

From these two early stages of experimental devising, we then turned to editing 

the pre-existing urban legends and stories we had selected as the foundation of our 

three-part anthology show. As the premise of the show was applying a Gothic 

aesthetic, sensibility and setting to modern stories, much of the discussion at this 

stage of the process was about the practicalities of reversing the contemporary 

field of reference in the source material, which we did in numerous ways. Coupling 

the stories with some of the secondary visual dramaturgical resources was one way 

in which we could establish how we wanted to change the narrative. Alternatively 

we took a strand of the story, whether it was a character, a location or a situation 
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and developed one of these 

ideas into a ‘moment’, in a 

similar manner to the more 

general exercises we’d 

undertaken earlier in the 

process. Many scenes in the 

final show were made by 

combining several of these 

short moments, normally via a 

group discussion that edited the 

moments together to make 

them more cohesive. 

After refining the stories and 

establishing the changes we 

wanted to make to them and 

their characters, we drew up a 

rough outline of the plot we 

had settled on and broke this 

down into smaller, more 

manageable scenes. We began 

blocking the scenes and 

scripting dialogue as we worked 

methodically through each section. In addition to this more traditional approach, 

we also made sure to constantly refer back to the experimental stages of the 

process to make sure the three sections had some unity of form and so that the 

process remained lively. Eventually this led to a point just under a week before we 

left for Edinburgh where we could run the show. 

Throughout the process, despite its evolution as the piece progressed, some 

elements of the daily rehearsal routing remained largely the same. A standard day 

would begin with an intensive physical warm-up that all of the company, 

including production team, would take part in. The exercises varied day to day but 

generally consisted of stretches and yoga, followed by a more intensive aerobic 

routine and then drama games.  

After this, the rehearsal moved to exploring whatever material was to be the 

subject of the day’s rehearsal, whether this was a stimulus or a breakdown of a pre-

discussed scene. This would then lead into forming and developing a recognisable 

scene that could be rehearsed. This would be filmed as either a way to return to a 

motif we could develop or for the purposes of converting the scene into an element 

of the finished script. During the later sections of the process, the script was edited 

Figure 6: The cast in rehearsal for the show 
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by both the Director and the Dramaturg, but taken from the video recording of 

the cast devising their own dialogue. 

In the rehearsal room, we marked out the exact size of our performance space 

using the details from the tech forms sent to us by our venue. This was particularly 

useful for the devising process as it gave us a comfortable limitation on the scope 

and size of the material we created. After leaving the rehearsal room for the 

festival, we had a few days pre-festival in which rehearsals took place in public 

parks or our accommodation (weather permitting).  

Our venue had arranged a four hour tech rehearsal in the space with one of their 

technicians which allowed us to have a fairly detailed lighting plan. We also had a 

dress rehearsal that acted as a dry run for the normal running time, and allowed us 

to practice the five minute get in and get out. It is worth noting that not all venues 

allow companies both a tech and dress rehearsal, which may impact the way you 

choose to use the time you are given in your space before the start of the run. 

  

Figure 7: The cast in rehearsal for the show 
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Venue 
C Nova (part of C Venues) was a great starter venue for a new company. Although 

the facilities were fairly basic, especially the cramped dressing room shared 

between twelve different companies, it was useful in terms of location and 

simplicity of space. We were helpfully provided with a plan for our studio so that 

we could block effectively with the space in mind. This is something we would 

strongly recommend to companies wanting to take a show to the Fringe, so that 

blocking does not have to be hastily reworked when the reality of the space is 

encountered. 

The centrality of the location, just a couple of minutes’ walk from the Royal Mile, 

allowed us to get a lot of people on the day who were open to seeing a show at a 

minute’s notice, and the huge number of companies that perform in C Venues 

meant that it was relatively easy to get large numbers of audiences due to the 

company comps that were on offer.  

The studio spaces offered to us were a range of sizes and with varying audience 

capacities, however the venue was not able to offer us our first choice. Nonetheless, 

the studio we ended up with was very well suited to the show and to our 

requirements for floor space. We were fortunate as a company in that two of our 

members had had previous experience of the Fringe working at C Nova, which 

allowed them to negotiate with contacts they had made previously and gave us 

useful knowledge about the technicalities we encountered during the actual run. In 

retrospect, it may have given the company more options had we applied to a 

greater variety of venues early on before narrowing our choices down. 

Other issues we encountered with the venue were to do with ticket pricing and 

marketing. The ticketing guidelines for C were fairly high for a new company, 

which made the show a harder sell to the general public. However, this did not 

hold us back too much in that we did manage to recoup some of our costs and had 

a minimum of sixteen audience members every night, which is average. Other 

venues may have been more open to ticketing negotiations for devised work, which 

is at the disadvantage of not generally being an established name.  

As a company with a year’s Fringe experience, more venue options will be open to 

our next project. We would advise any new companies to consider C Nova as a 

venue, due to its history of launching new company’s work, however to also apply 

to other venues and be early in negotiating on price and venue size. 
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Funding 
Getting funding can be one of the most crucial aspects of preparing a show for the 

Fringe. This was therefore one of the first things that we started to think about. As 

most of the deadlines for funding are in the New Year, the group got together 

towards the end of the first term to start to put together application forms. 

Getting these forms ready early was really important as having even vague ideas 

about the potential funding we could be getting was useful in how we started to 

think about the size and scope of the show. 

In preparing the applications for the various funding sources we needed to gain a 

firm understanding of what were going to be our greatest costs in the budget and 

also what payments needed to happen earlier on in the year. This necessitated a 

clear understanding of what our venue would cost and when payments would have 

to be made as the cost of the venue is often the largest in a project's budget. Our 

venue asked that we pay the fee for the venue in three instalments so it became 

clear that we needed to prioritise acquiring funding for this first of all. 

The University offers a fantastic variety of funding sources which we attempted to 

make use of including: Lord Rootes Memorial Fund, Clive Barker Award for 

Performance, SU Opportunity Fund, IATL Performance Festival Bursary and 

Vice-Chancellor’s Office and Registrar’s Office Student Support Programme. Some 

were successful and some were not. Funding from these University sources formed 

the bulk of the funding which we were able to raise and therefore was the most 

important in terms of being able to complete the project. 

 

Figure 8: Our WeFund page 

We also thought that it would be useful to look for funding outside the University 

and so we decided that crowdfunding would be a good way to achieve this. There 
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are now a great number of competing crowdfunding sites that are open to arts 

projects like ours. Each has advantages and disadvantages and it will depend of 

individual groups to decide what is best for their situation. Clown Funeral decided 

that wefund.com was best suited to our project. Though it is not the largest of the 

crowdfunding sites it allowed us to receive all the money pledged even if we failed 

to meet our target. However, reflecting on this decision the group decided that if 

we were to do this again we would use Indiegogo as the projects that it tends to 

fund are more focused towards the arts which therefore attracts more people who 

would be likely to back a project like ours. 

In order to increase the chances of people funding us through wefund.com we 

allocated rewards for amounts of money raised. We also decided that it would be 

best to set the deadline for the crowdfund as the Fringe started. This was done so 

we could build up momentum on out crowdfunding page as well as on social media. 

We found that this worked effectively as we ended up beating our target for 

funding by £191. 
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Marketing 
Marketing is something that a few members of team were relatively familiar with. 

Our experience ranged from marketing societies and Warwick Arts Centre Studio 

shows, to smaller, one-off events. However, we also had experience of the 

Edinburgh Fringe and were well aware that marketing a show there was going to 

be both difficult and essential to our success. We decided early on to bring in a 

Marketing and Publicity Manager in the form of third year student Alex Wallis, 

who was heavily involved in the marketing of Warwick Rep Theatre Company. 

With her on board, the producing team devised a marketing strategy that would 

work to make sure that as many people as possible knew who we were. 

Our marketing was split into two separate strands of the same campaign: online 

and physical. 

Online marketing 

First, we looked into the online side of things. As we had a limited budget, this was 

going to be important. We set up Facebook and Twitter accounts at the start of 

the year and began posting on both as soon as we had anything worth sharing. 

This mostly consisted of news about what our show would be and photos of the 

early workshops. Facebook was maintained by Alex Wallis, Twitter by Alex 

Webster. Both were supervised by Christina Owen and Sam Thorogood, who 

worked to ensure a consistent style and tone existed between the two, and to make 

sure we had regular postings on both platforms.  

One question that persisted throughout our rehearsals was about whether or not 

we needed a website. On one hand, it would be a good place to collect information 

about the show and company, particularly for when we had completed more than 

one production. However, it would take a lot of effort to put together and was a far 

less active way to attract attention. Some starts were made at developing a 

website, including acquiring a domain name, but it became something we later 

discarded to better focus our attention on the creation of the show and the 

marketing platforms we felt would be most successful at attracting a diverse 

audience. However, this did affect the professional appearance of the company as 

links existed on the EdFringe website and other sites to a non-existent webpage. It 

was generally wished we could have found time to develop the website but we had 

one setback that made it far more difficult: Our Marketing Manager got a job! 

Alex Wallis graduated this year so when she got an internship, she unfortunately 

had to leave us early and was unable to come to Edinburgh with us. This meant 

that the responsibility for marketing passed over to Christina and Sam who shared 

the job with Oscar Owen in the build-up to going to Edinburgh.  
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As rehearsals progressed, Facebook and Twitter followed our progress. We mixed 

photos with text updates as these got the most interest from others and allowed 

our audience to get a real sense of what we were doing. This was very important as 

we, as a company, had no past so needed the support of those who knew us to help 

create a real presence. We also knew that a lot of our audiences would be 

comprised of people who had connections to us and wanted to keep them interested 

throughout the rehearsals and show run.  

By the time our intensive July rehearsals came around, we had increased our social 

media output to nearly one post a day 

to give everyone a sense that the show 

was steadily progressing. The closer 

the shows got, the more intrigue we 

tried to build with clues about 

characters, plot and style. We tracked 

our journey up to Scotland as well and 

shared pictures of us rehearsing in the 

Meadows and flyering around the city. 

Facebook and Twitter served slightly 

different functions. Twitter was a 

space to share pictures with single 

sentence tag lines to pique interest 

whereas Facebook provided more 

details and a space for people to 

interact more. However, we tried to 

keep the story of the two pages the 

same so that we had a definite style.  

During the Fringe, Twitter was used for updating people about the shows and for 

networking with other theatre companies. Every time we saw a show that we 

enjoyed, we would tweet at them which often resulted in a retweet. This meant 

that other companies would spread our name, as well as learning about our show 

themselves. We had several other companies in to see our show as a result. 

Facebook was used more for updating people about the shows and for reminding 

people how many performances we had left. We used both platforms to share 

photos of us flyering and postering which encouraged many people to come and see 

us when we were out and about.  

Due to the humorous nature of our show, we could create silly, fun posts without 

looking unprofessional. However, we were careful to balance this with images of us 

doing administrative tasks such as adding flashes to flyers so that people knew 

that we were treating the show in a professional way. We didn’t want to be 

Figure 9: A typical Facebook post 
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branded as a student show but rather as a theatre company, and our marketing 

style reflected this. We could allow our personalities to show as long as we 

maintained the image of cohesion and professionalism. 

Physical marketing  

Most of our audience members came from our flyering and postering efforts. One of 

our first tasks in Edinburgh was to putting posters around the city: in bars, fast 

food outlets, cafes and shops. When the large poster columns were erected on the 

Royal Mile, we would put posters up on those at strategic intervals designed to 

keep our poster on top for the longest possible time. Our poster’s bright red, black 

and white colour scheme helped to make sure our image stuck in peoples’ minds so 

that the repeated image would make them remember us, and hopefully come to see 

our show.  

This was supported by 

our fervent flyering 

campaign. Flyering is the 

main way in which shows, 

particularly smaller ones, 

spread the word about 

their performances so this 

was our priority during 

the day. Mr Poe’s 

Legendarium was on at 

5:15pm each day, giving 

us the mornings and early 

afternoons to flyer whilst 

still leaving plenty of time 

Figure 10: An example of the networking opportunities on Twitter 

Figure 11: Our flyers on display at C Nova 



 

 16  

for a break and warm up before we had to get ready for the show. We dedicated 

11am-3pm to flyering, but kept it flexible so that people could take breaks or go 

and see other shows, thus keeping moral high. This strategy was fairly successful as 

we would be out in full for at least some of almost every day, though towards the 

end of the run people got more and more tired so had more time off. However this 

was worth it to keep everyone healthy and happy for the actual show.  

It is difficult to estimate how many of our audience were brought in by flyering. 

The Mile is packed with people selling shows during the Fringe along with tourists 

and Fringe-goers. We know from our ticket sales report, many people bought 

tickets at the door but that doesn’t mean that they were attracted by the flyering. 

Something we did notice was that 

the people with whom we spoke in 

depth would often appear in our 

audiences so this became our tactic: 

engaging fewer people for longer!  

Another tool we used were stickers. 

We gave these out with flyers and at 

the end of our show as people left the 

theatre. This wearable publicity was 

very effective at spreading the image. 

Most people, especially children, will 

wear a sticker even if they aren’t 

interested in the subject. Although 

this meant a lot of the people 

wearing our stickers weren’t actually 

going to see the show, they were still 

publicising us in a way that was less 

conventional than a flyer. The people 

leaving our show with the stickers 

also had a memento of the show 

which would stay with them for at 

least the rest of the day, and we 

hoped that this would encourage 

them to talk to others about what 

they’d seen.  

We received mixed reviews from the press but they included a four star review and 

two very complimentary three star reviews which were very useful. As soon as we 

got the four star review from Fringe Guru, we attached a quote from it and the 

stars to our flyer, meaning we could sell the show as a four star play. This helped 

Figure 12: Two key ways of getting the show image out there 
were stickers and company t-shirts 
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attract attention and we saw more people stopping to talk to us on the Mile as a 

result, all of which added to our audience totals. 

Selling our show 

One of the main issues for us was how to get people into our show. We knew how 

we would get the word out, but we needed to decide what the word would be. We 

were advised early on to find the unique selling points of our show and to 

emphasise them in our marketing. We came up with this list:  

 Edgar Allen Poe and Sigmund Freud 

 Comedy element 

 Gothic/ Victoriana style 

 Devised show 

 University of Warwick 

Edgar Allan Poe and Sigmund Freud 

We knew that this historical pair would be a big draw as they are both big names. 

American audiences and those who had studied Poe would particularly be drawn 

to the show due to his ‘involvement’. He appeared on all of our publicity materials 

(posters, flyers, company t-shirts, stickers and programme image) as a result of this 

and his striking appearance. We attracted a large number of people simply from 

this decision as people often came up to us to ask us whether the figure on our t-

shirts was Poe.  

This image came to define the show because it was so striking. Freud was 

mentioned in all the literature we produced which added to this as many, many 

people are familiar with his work. Both figures filtered into our online marketing as 

well, as there is a large potential for jokes with them: Freud allowed for silly 

innuendoes whilst Poe has a very useful name for puns. We found these to be 

useful marketing tools as people were inclined to share fun comments and would 

therefore spread our name and show.  

Comedy element 

Comedy is a good selling point at the Fringe and we tried to emphasise this in the 

style of marketing and the way in which we discussed the show. We used the ways 

mentioned in the above section as well as branding the show as a ‘dark comedy’ in 

our face-to-face discussions with the public whilst out flyering.  

Gothic/Victoriana style 

A Gothic/Victoriana style has become very popular over the last few years. Films 

by the likes of Tim Burton have done very well at the box office and plays with a 
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similar aesthetic have managed to attract large audiences. This style also gave us a 

recognisable look that attracted people to our show. 

Devised show 

This was not our main selling point but deserves a mention. By publicising the 

show as something devised by us, we were offering people something totally new. 

When people heard about the show, they would often talk to us about it as it was 

incomparable to anything else. This meant we would be able to get people really 

interested in the show and many of these people would then come and see the 

show.  

University of Warwick 

The University of Warwick has a history of producing theatre companies: Barrel 

Organ, Fat Git, Dumbshow, Kill the Beast and Fellswoop to name but a few. This 

history meant that we could attract people by selling ourselves as the next theatre 

company in a long line others who have produced critically acclaimed work. This 

added to our professional appearance and credibility as well as gathering interest 

from people in the theatre community. We could also use our links with other 

shows being put on by Warwick students (Souvenirs, The Beanfield, Witch, The 

Improv Musical, Some People Talk About Violence and Lemons, Lemons, Lemons, 

Lemons, Lemons) during the festival as they would share our show on their social 

media pages. Many also came to see our show. 

These different selling points were the core of what we spoke to people about on 

the streets and online. They encapsulate the show and appeal to a wide variety of 

people which really helped to draw in a diverse and interested audience.  

Publicity 

As mentioned in the above sections, we had a range of publicity materials 

including posters, flyers, t shirts and stickers. These all featured the same red 

background and black and white image of Edgar Allan Poe with a clown nose. The 

poster and flyer image also had figures and objects relating to the stories our show 

would tell coming out to the top of his head in bright neon colours. This image 

created a strong brand for the show as this image reoccurred so much on the Mile. 

It was bold and clear as well which meant that stood out from the other shows, but 

without giving away the plot of the show. We received many compliments on this 

and believe that it had a great effect on audience numbers 

Overall, a combination of all these factors brought us large audiences at 

Edinburgh. Although we could perhaps have engaged more with the professional 

community and press, we still received large audiences throughout the run 

including one sell out which, for a studio with a capacity of 49, was very 
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impressive. Our average audience number was 29 so we were rarely less than half 

full and overall, 525 people came to see the show. For full audience details, please 

see the Full Sales Report attached in the appendices.  

Our Marketing campaign was very good at getting our name and image out there 

which did not necessarily bring in the most critical acclaim, but we enjoyed large 

audience and it has provided us with a base from which to work with our next 

show. 

 

  

Figure 13: The show poster, as designed by Alex Wallis 
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Accommodation 
Something that our first Fringe experience taught us was the biting force of 

demand and supply capitalism. It turns out that at the world's largest arts festival, 

there is a very high demand for accommodation. This means that it can be the 

most expensive part of the project alongside the venue.  

To try and lessen the impact on our individual budgets, as we decided that we 

would pay for accommodation out of our own pockets, the group decided to seek 

out another group to look for accommodation with. Luckily, Warwick students 

were well-represented at this year’s Fringe and we started to look for 

accommodation with Warwick company The Human Animal. This allowed us to 

cut the cost of accommodation. 

We would advise that any group thinking of going to the Fringe should start 

looking as soon as possible. In addition to this, we would recommend that 

everyone involved in the project stays in the same place. This is to reduce any 

complications that could arise from the group being spread out around the city. 

The most important piece of advice we could give would be to keep in mind just 

how costly this can be and try and find ways to lessen the impact of this on the 

budget of the project. 

 

  

Figure 14: Our house was conveniently located near the Meadows, a public park that we used for pre-
show warm-ups 
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The Director 
By Sam George 

The role of the Director is unique to each and every production, particularly for a 

new devising company. As a group of friends who have worked together in varying 

roles over many different productions, it was important to the company that the 

Director acted as a facilitator and equal creative participant, rather than taking 

control over the production.  The role therefore primarily focused around 

structuring the rehearsal process in order to get the best out of the cast and 

develop the performance according to schedule. 

My main directorial strategy was to meticulously plan the rehearsal process, while 

leaving the creative aspects open to the cast. For each section, my role was to set 

the tone in terms of style through a day or two of workshopping, followed by 

choreographing the key moments, and then moving onto planning and developing 

the stories and scenes. I found that the best way to get a positive response and 

effective rehearsals was to allow the cast to find their own way into each scene, 

playing around with improvisation games and physical theatre exercises in order 

to paint the picture, and work based on instinct rather than thorough planning. 

Another huge challenge was keeping the cast interested and energised throughout 

the long rehearsals and process. We began each day with an aerobic workout and 

played long, team-building games of which we kept score in order to get a sense 

that we were continually improving. This was also an area in which the diverse 

range of styles we used in the show really helped, as I was able to begin each 

rehearsal with a few new workshopping exercises, which allowed the cast to learn 

something new from each rehearsal, as well as working towards the final product. 

In Edinburgh, the process was much simpler, as the show was already made. The 

main feature of my role at this point was to keep the cast motivated and focused 

for each day, which I would often try to do by giving them one positive note and 

one point to work on from the performance the previous day. The warm-ups were 

crucial due to the short preparation time, and they had to both relax and engage 

the cast, so I had to make sure that they were sufficiently varied and extended 

each day, depending on how well the previous day’s performance had gone. 

The most important thing I learned from Mr Poe’s Legendarium is the importance 

of holding and securing the concept of the show throughout the process. At times, 

I felt too close to the minute details of the rehearsals to step back and assess the 

broad structure and ideas behind the show. This was unavoidable due to our 

intensive, tight rehearsal process, but it has made me understand that, in the 

future, spreading out workshops before the rehearsal process is desirable, so we can 

consolidate the concept before we delve into the details of a show. 
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The Producer 
By Sam Thorogood 

Producing a show at the Edinburgh Fringe presents a number of unique challenges 

and shares many features with producing more generally. I will be speaking 

specifically from my experience of producing Mr Poe’s Legendarium at C Venues 

and offering pointers for aspiring Edinburgh Producers, but hopefully what I say 

can have a wider application. 

It is worth pointing out that although I am using the singular ‘I’, many of these 

jobs were carried out by Christina, the Company Manager for the show, or shared 

between us. As the process wore on, our roles grew more into Co-Producers, 

although we kept the titles ‘Producer’ and ‘Company Manager’.  

In order to break down the Producer’s role, I will be looking at the pre-Edinburgh 

phase, Edinburgh itself and the time afterwards.  

Pre-Edinburgh 

In many ways this was the most demanding time. Once the company arrived in 

Edinburgh and the run began, I was able to get into more of a routine. In the 

months leading up to the Fringe, though, there were many jobs that needed 

completing and not much consistency in terms of what needed doing.  

Working alongside the Company Manager (Christina), I oversaw the development 

of the show, from honing our initial ideas to applying for funding to registering our 

show to marketing it to as wide an audience as possible. This list, written in 

roughly chronological order, displays the tasks completed in advance of the Fringe. 

 Discussed and refined ideas for the show with the company. 

 Applied for various pots of money that are available from the University of 

Warwick to make our show financially viable. We successfully applied for 

money from the Lord Rootes Memorial Fund, the Vice-Chancellor’s Office 

and Registrar’s Office Student Support Programme and the Clive Barker 

Award for Performance (the latter also entitled us to rehearsal space in the 

Millburn House studios). We were unsuccessful in our applications for the 

IATL Performance Festival Bursary and the SU Opportunity Fund. 

 Created a detailed budget breakdown that was regularly updated. 

 Liaised with C Venues contacts (Christina had worked there the year before) 

to discuss the right space for Mr Poe’s Legendarium, pricings and duration of 

run. 

 Secured a studio in C Venues for our run.  
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 Officially registered Mr Poe’s Legendarium through the Edinburgh Fringe 

website.  

 Created a Facebook page and Twitter profile for Clown Funeral. 

 Secured accommodation for our time in Edinburgh and planned travel (we 

eventually ended up sharing a flat with another Warwick theatre company 

– The Human Animal – and travelled to Edinburgh by train). 

 Assisted our Marketing Manager as she developed a show image (to be used 

in the print and online Fringe programme. 

 In collaboration with our Marketing Manager, sent our show copy and show 

image to the Fringe website. 

 In collaboration with our Marketing Manager, sent C Venues the marketing 

materials they requested in emails to us, including text for a press release 

and C Venues copy. 

 Sent C Venues other materials they required, such as risk assessment and 

tech request form. 

 Acquired public liability insurance. 

 Acquired PPL licence for playing music in the show. 

 Sent out press releases to journalists (contact details provided by the Fringe 

website). 

 Assisted our Marketing Manager as she developed a full poster for the show 

and a flyer. 

 Ordered publicity materials (A3 posters, A5 flyers and stickers), requesting 

that these were sent to C Venues.  

 Ordered company t-shirts. 

 Completed other marketing tasks such as e-interviews. 

 Sent out press packs (with more information than the press release, plus 

show images) to journalists.  

 Ensured that Facebook and Twitter were regularly being updated. 

 Collaborated with the Director to ensure that rehearsals were under control 

(particularly in the intensive July phase of rehearsals). 

 Briefed the cast and crew on what to expect from the Fringe (it helped that 

myself and Christina had performed and worked at the Fringe respectively).  

Edinburgh 

As I have indicated, producing the show fell into more of a routine once we arrived 

in Edinburgh at the start of August. Many of the items listed here were therefore 

ongoing throughout the month of August, with a few one-off tasks (which have 

again been displayed in roughly chronological order). 

 Picked up keys to accommodation. 
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 Completed itinerary as required by the landlord.  

 ‘Checked in’ with C Venues, picking up our dressing room key, company 

pass and publicity materials and being shown round the space. 

 Discussed what C Venues could do in terms of press and marketing 

assistance. 

 Attended ‘meet the press’ events to attract reviewers.  

 Co-ordinated postering around Edinburgh (especially in or outside shops, 

with the permission of the management). 

 Ensured that C Venues’ share of posters were being put up. 

 Ensured that tech and dress run ran smoothly. 

 Co-ordinated flyering (especially on the Royal Mile, the hotspot for Fringe 

flyering, but also elsewhere). It was important that Clown Funeral had a 

strong presence each day so that audience numbers did not drop.  

 Replenished posters (especially on columns on the Royal Mile that are 

specifically designed for Fringe marketing).  

 Updated Facebook and Twitter at least once every two days.  

 Filled out C Venue’s PRS music form. 

 Watched box office reports to see which performances were in need of 

particular marketing, also to see which days reviewers were in. 

 Watched for reviews of the show and publicised them (online and with 

flashes: pieces of paper stapled to flyers) if they were favourable.  

 Ensured that performances themselves were running smoothly, that cast 

were ready for warm-ups etc.  

 At end of the run, ensured that all props, costumes and set items were 

collected from dressing room. 

 Co-ordinated cards and gifts for C Venues. 

 Returned accommodation keys. 

Post-Edinburgh 

The Producer’s role did not come to an end after Edinburgh. There were still a few 

jobs that needed attending to, although they were more sporadic. 

 Evaluated the process, weighing up what went well and what could have 

gone better. 

 Checked the final box office break-down to see how we did for audience 

numbers during the run. 

 Met with the company to discuss company infrastructure, especially how 

much we wanted to reimburse ourselves and how much we wanted to keep 

in the Clown Funeral account for future projects.  

 Reimbursed company members for production costs. 
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 Co-ordinated the repayment of accommodation deposit to company 

members.  

 Updated the budget breakdown, accounting for all costs and comparing it 

with the original budget. 

 Chased up C Venues for our final box office settlement. 

Based on my experience of producing Mr Poe’s Legendarium at the Edinburgh 

Fringe 2015, I would offer the following advice for first-time Producers wanting to 

take a show to the Fringe: 

 Be organised. Organisation is absolutely key to producing. Plan ahead, 

make timetables, keep on top of deadlines. 

 Get help. As a first-time Edinburgh Fringe Producer, you’ll often feel like 

you’re heading into the unknown. Don’t let this put you off: ask those who 

are more experienced and the whole thing will quickly feel much more 

manageable.  

 Don’t do it by yourself. Christina, the Company Manager, effectively acted 

as a Co-Producer on this project. This was especially helpful given we were 

both also performing in the show, so spreading the load stopped producing 

from becoming overwhelming. In addition, by delegating certain tasks to 

other company members, we were able to time manage effectively.  

  Be flexible. Be prepared to adapt as and when things change. For example, 

our Marketing Manager suddenly found out she unfortunately wouldn’t be 

able to come with us to Edinburgh. By adapting to the circumstance, 

Christina and I were able to co-ordinate the physical and online marketing 

throughout August.  

 Be creative. There’s a myth that being a Producer is a solely managerial or 

administrative role. Of course, my experience of producing a Fringe show 

was a little odd because I was also performing, but even if I wasn’t I would 

have wanted to have taken a keen interest in the creation of the show. The 

more you can immerse yourself in the artistic process, the more motivated 

you will be to produce the show.  
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The Designer 
By Alex Webster 

Designing a show for the Edinburgh Fringe can be something of an administrative 

minefield. Outside of the normal requirements of design such as budgeting and 

sourcing, one has to incorporate the practicalities of being able to transport the set 

and costumes with ease, as well as storing them during the Edinburgh run. These 

extra demands need to be kept in mind both at a financial and artistic level during 

the design process.  

One thing that was particularly useful for Mr Poe’s Legendarium was my 

integration in our dramaturgical process, which allowed the show’s aesthetic to 

develop with the rehearsal process. It also meant I was constantly aware of the 

practical demands of the design. In light of limited storage space and the expense 

of van hire, we decided early on in the process to make sure that the show was 

devised with an awareness that large amounts of furniture would not be practical. 

Using small, light pieces of furniture that can be used to represent multiple settings 

is good practice for Fringe design, and worked particularly well for Clown Funeral 

as it complements the form of theatricality that we developed. Rehearsal cubes are 

frequently seen at the Fringe as an example of versatile set, as they can be easily 

stacked and used to simply delineate space and location.  

For Mr Poe we came to the conclusion that rehearsal cubes would not be 

appropriate, as we wished to maintain a strong Victorian aesthetic. We replaced 

the need for rehearsal cubes with two small, relatively inexpensive chaise lounges 

that could not only be transported with ease, but manipulated by the actors on 

stage without strain. Finding one solid visual component that fits the period you're 

trying to create can be just as effective as detailed set dressing. With Fringe set 

design, ‘less is more’ is a useful maxim. 

Ordinarily with Fringe design, it would be advisable to avoid period aesthetic 

unless you have a confirmed budget large enough to ensure it can be done well. 

Design at Fringe is rarely commented on in a negative manner by reviewers, but 

good design is often noted and in general helps with word-of-mouth. In spite of 

these warning however, period design can be achieved successfully on a Fringe 

budget if you know how to make convincing shortcuts to a convincing aesthetic.  

Research is key to achieving convincing period design, and when working on a 

Fringe budget the most important thing to pay attention to is shape and form of 

the garments. To recreate the silhouette of Victorian women's wear, we focused on 

sourcing garments that had lace and ribbon as decoration, and recreated the 

traditional shape of Victorian dresses with full bodied skirts. Colour matching 
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shirts and blouses and using scarves as cummerbunds not only adds an extra visual 

flair to sell the costume, but also creates the illusion of a cohesive Victorian dress. 

Similar effects can be achieved for other pre-1900 costuming by altering the 

detailing and silhouette. Period men's wear is considerably easier to recreate on a 

budget. Paying particular attention to ties and the length of trousers is normally 

enough to sell a costume to an audience.  

You should check with your venue as early as possible what kind of storage will be 

available to you and when it will become available. Be sure to factor in how much 

you’ll have to bring to the venue on a daily basis. During the run of Mr Poe, our 

set and props were compact enough to be stored at the venue, but the cast found it 

more useful to store costume in our accommodation, which made maintenance and 

cleaning much easier.  

Regarding the transport of set and costume, using cast luggage as a way to 

transport props and costume is one way to keep costs down. In terms of bulkier 

elements of set, working with your Producer to organise van hire may be 

necessary. This can be expensive, however some van hire services allow you to be 

contacted by van drivers using a bidding system, which if done far enough in 

advance can be considerably cheaper than hiring a self-drive van. If you do decide 

to go for self-drive hire, be aware that most companies won’t rent to you unless 

you have a driver who is over 25 years of age or has five years’ experience as a 

driver. Both of these methods can be made cheaper by sharing with other 

companies, and some companies may advertise space in their transport hire if you 

search social media. 

 

  

Figure 15: Inexpensive costume items such as hats and braces improved the overall 'look' of the 
show. Photo credit: Nick Rutter 
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Things we wish we’d known 
Despite our varying levels of previous experience at the Fringe, this year was 

always going to be a learning process. Whilst we felt that we did as well, or in fact 

better, than we expected, there are still a few things we wished we’d known. 

 Devise some of the show before applying to venues and writing press releases. 

Whilst this only applies to devised work, it is the most important thing we 

learnt. We were all very happy with the show that we made, but when we 

got into the rehearsal room, we all felt a little constrained by the limits we 

had placed on ourselves in our press releases and copies. The main area 

where this was problematic was the character of Freud, as we quickly 

discovered that he didn’t quite fit in with the rest of the show. This meant 

that we spent a long time trying to get the Poe/Freud sections to fit in with 

the tone and aims of the three stories and with what we had promised the 

public. This proved difficult and stressful and though we managed to do it, 

it would have been better for all if we had discovered the issue before we had 

it in writing. From now, we will always have multiple workshops around an 

idea before we apply to venues. 

 Negotiate on ticket price. We felt that C Venues had priced our show too 

highly, but didn’t fully appreciate this until it was too late to do anything 

about it. If we had considered this earlier, we might have been able to bring 

the price down and encourage a larger audience. We have since decided that 

the ideal ticket price is around £8, whilst our full price tickets ranged from 

£8.50 to £10.50 depending on the day. Whilst we did manage to maintain 

high audience numbers for our space, the show would have been a much 

simpler sell had we negotiated on pricings.  

 Get publicity sorted early. We left finalising publicity designs a little late as C 

Venues take two weeks to confirm them, and it would have saved a little 

money and a lot of stress to get them sorted at an earlier stage in the 

process. However, as we were devising a show and needed to make sure the 

designs reflected the material, it couldn’t have been that much earlier on.  

 It really helps having two Producers. In the original team descriptions, 

Christina Owen and Sam Thorogood had clearly defined roles which were 

different to each other. However, as time went on and particularly after 

Alex Wallis left our ranks, the two began to merge the roles and were co-

producing the show together. This was really helpful because it meant that 

there was always someone to help the other out with difficult situations or 

to run things past. Although this isn’t essential, it was very comforting 

when dealing with people and large amounts of money, to know that the 
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responsibility was not on just one person. It also meant that very little was 

missed as there were two pairs of eyes rather than just one.  

 Vary rehearsal space. During rehearsals, we were asked to move rooms for 

the beginning of our final week and the change of space renewed 

concentration and helped focus the cast. We saw the show in a new light and 

felt refreshed as a result.  

 A relaxed flyering strategy is best for a cast. Not only did our flexibility 

mean that everyone was always happy, but it also meant we could go and 

see shows during the day. We all trusted each other completely and having a 

system where everyone was equal made the team reliable and hardworking, 

and all this showed in our interactions with the public. 

 Keep a diary. We wished we’d done this. Not a long one, just a note of all 

our thoughts at each stage in the process so that we could map the creation 

of the show from the start to now. 

 Make your publicity stand out. The bright, primary colour of the poster 

worked. So many posters in Edinburgh are black or photos and having 

something clear and graphic worked well. It also helped that the Poe image 

was repeated on our t-shirts, stickers, posters and flyers, because it really 

helped us establish the brand. We’re thinking blue or green for the next 

publicity because unfortunately several of the places that agreed to take our 

poster had red walls. 

 Organise a lighting plan earlier. This was just a timing issue but we had a 

few people comment on our lack of cross fades.  

 Organise music earlier. Again a similar issue. Although we were often 

complimented on our score, we were last minute organising a PPL license 

which wasn’t ideal but ultimately not an issue.  

As you can see, few of the things mentioned above had much baring on the show, 

but they were all important and this experience means that next time, we will be 

fully prepared. We hope that some of these pointers can be of use to future Fringe 

projects. 
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Conclusion: after Edinburgh 
The Edinburgh Fringe is a fantastic starting point for a new theatre company 

because, not in spite of, the pressure it puts you under. The intensive rehearsal 

process, having to motivate, re-motivate and perform every day, and having to do 

everything for yourself is a fantastic bonding and learning experience. We received 

some extremely helpful feedback on both the show itself and our process, and there 

has been considerable enthusiasm to keep the company going, as we have started 

workshopping our second professional show already. 

Our meetings since then have broadly thrown up similar ideas: the rehearsal 

process and Edinburgh trip were largely successful, the structure of the company 

needs to remain horizontal, and our ideas need to come from workshopping, not 

committing to specific stories or ideas too early in the process. Although the 

rehearsal process itself was enjoyable and effective, it needs to be complimented by 

earlier workshops, as our scratch performance at the Warwick Student Arts 

Festival was mainly useful in demonstrating that we had not done enough 

preparatory work, and had instead leapt into trying to make something. 

Our main focus for the future artistically is working out why we want to make 

theatre. This is not a broadly existential question for the company so much as it is 

trying to extend just beyond making something fun and entertaining. Our current 

ideas for future work revolves around trying to use humour for a purpose. For 

example, we have experimented with Luke Kennard’s ‘The Murderer (part 1)’, a 

darkly comic poem that we feel has the potential to develop into both an 

entertaining show and something with satirical bite. We also want to push our 

aesthetic focus further, and so far we have looked at very distinctive styles such as 

film noir for inspiration in this respect. 

Organisationally, it is important for us as a company to look beyond Edinburgh 

this coming year. It is a fantastic opportunity in of itself, but it is difficult for a 

company to develop solely through the Fringe Festival. As such, we are looking at 

how to get reviewers and programmers in more reliably to the shows, trying to do a 

number of local preview performances, and setting up a tour post-Edinburgh. This 

is a huge stage in the development of a new company and will inevitably present a 

large number of new challenges for us, but we feel that throwing ourselves in at the 

deep end with Edinburgh has prepared us well for this. 
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Appendices 
Projected costs (taken from Lord Rootes Memorial Fund application) 

Venue Space Hire £1,700.00 

  Staffing £0.00 

  Fringe Society Programme fee  £295.20 

  Programme advert  £0.00 

  Box Office commission £120.00 

  Edfringe.com advert £0.00 

Production costs  Costume and makeup £70.00 

  Props and set  
 

£20.00 
 

 Public liability insurance £200.00 

  Copyright £0.00 

  Music Licence fees (assuming original compositions)  £0.00 

Accommodation  Rent and utilities  £4,500.00 

 Food £500.00 

Travel  To and from Edinburgh  £500.00 

  Around Edinburgh £0.00 

Press and 
marketing 

Venue marketing £300.00 

  Ad design £0.00 

  Flyers £250.00 

  Posters £120.00 

  Print distribution £0.00 

  Trailer (social media/viral) £0.00 

  Company T-shirts £0.00 

  Publicity photos £0.00 

  Sub total £8575.20 

  Contingency         £500.00 

  Total      £9075.20 

Potential income 100% of tickets sold over 14 performances at £10.00 
(full price)  

£8,400.00 

 40% of tickets sold over 14 performances at £10.00 
(full price) 

£3,360.00 

 25% of tickets sold over 14 performances at £10.00 
(full price) 

£2,100.00 

 Lord Rootes Memorial Fund  £3,000.00 

 Clive Barker Award £600 

 IATL Performance Bursary £500 

 SU Opportunity Fund £1000 

 Crowdsourcing (e.g. indiegogo.com) £500 
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Actual expenditure 

Date Item 
Incoming 
(£) 

Outgoing 
(£) 

        

  Lord Rootes Memorial Fund 2400   

  Clive Barker Award 600   

  Fringe Registration   400 

  Venue Hire (C Venues)   1620 

21-Jul Chaise Long (set)   80 

24-Jul Vice Chancellor’s Fund 1000   

24-Jul Costume/props   29.69 

30-Jul Company t-shirts   253.84 

30-Jul Costume   32 

03-Aug Publicity materials (Posters, flyers and stickers)   345.26 

03-Aug Public Liability Insurance   90 

03-Aug Costume/ props   21.29 

04-Aug Sellotape   3.78 

04-Aug Printer credits   4.76 

04-Aug Make up   12.29 

06-Aug Patrick production costs   25 

10-Aug PPL Licence   72.14 

10-Aug NSDF (National Student Drama Festival) fee   98 

10-Aug Sellotape   3.58 

19-Aug Stapler and Staples   5.78 

20-Aug WeFund 674.08   

21-Aug Sellotape and blue tac   19 

24-Aug Sam T production costs 9.9   

24-Aug Sam T production costs   9 

01-Sep Van hire   162 

28-Sep Extra accommodation fee   305.2 

12-Nov Money from Ticket Sales (Minus Fringe Fees, PRS, VAT, etc.) 2326.98   

24-Nov Interest 3.8   

        

  Total 7014.76 3592.61 

        

  Overall total in company bank account (Ingoing - Outgoing) 3422.15   

        

  Yet to be paid to the company £600   

  
Yet to be paid by the company to cast (agreed share of the 
accommodation to be reimbursed = £170x8) £1,360.00   

  
Overall after final payment from LRMF and accommodation has 
been paid (money in Clown Funeral account for future projects) £2,662.15   
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Fringe registration and venue hire receipt 
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Company t-shirts receipt (not including postage)  
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Flyers and posters receipts 

ABOUT YOUR ORDER  

Order Date 30/07/2015 

Description Flyers  

Job No. RYF68   

Artwork Service File Check Artwork Date 30/07/2015 

Quantity 10000 Size A6 (148.5 x 105 mm) 

 

PAYMENT DETAILS  

Printing Charge £141.90 

Artwork Charge £2.50 

Delivery Charge £00.00 

Miscellaneous Charge £00.00 

 

Sub Total £144.40 

Surcharge £00.00 

 

Total £144.40 

Total VAT £0.50 

 

Grand Total £144.90 

ABOUT YOUR ORDER  

Order Date 30/07/2015 

Description Posters  

Job No. RYF67   

Artwork Service File Check Artwork Date 30/07/2015 

Quantity 250 Size A3 (420 x 297 mm) 

 

PAYMENT DETAILS  

Printing Charge £66.00 

Artwork Charge £2.50 

Delivery Charge £00.00 

Miscellaneous Charge £00.00 

 

Sub Total £68.50 

Surcharge £00.00 

 

Total £68.50 

Total VAT £13.70 

 

Grand Total £82.20 
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Stickers receipt 

 

 

Notification 

  

 

 

Your order from Fast Print has been successful. 

The unique reference for this transaction is: QUO_7092_22_24_04_106.34 

 

Dear Samuel Thorogood,  

Thank you for your order. Your payment has been processed successfully. 

 

Please quote your order number QUO_7092_22_24_04_106.34 in all correspondence with 

either Fast Print or Sage Pay.  

 

 

 Order total:106.34 GBP 

 Card used:National Westminster Bank Plc, United Kingdom - Visa Debit / Delta - 

XXXX XXXX XXXX 0034 - Attempt:1 

 

 

 You bought:Fast Print Purchase 

Description Quantity Item Value Item Tax Item Total Line Total 

Round Stickers 1 98.47 19.69 118.16 118.16 

Delivery --- --- --- --- 0.00 
 

 

 

  

 

 

 

Delivery Address: 
Samuel Thorogood (Clown 

Fun 

C Nova, India Buildings 

Victoria Street 

Edinburgh 

EH1 2EX 

GB  

Billing Address: 
Samuel Thorogood 

4 Thornton Close 

Girton 

Cambridge 

CB3 0NQ 

GB 

 

Tel: 07758191943  

Card Address: 
Samuel Thorogood 

4 Thornton Close 

Girton 

Cambridge 

CB3 0NQ 

GB  
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PPL licence receipt 
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Final box office report 
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C Venues settlement 
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Press release 
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Programme 
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Interview with the British Comedy Guide 
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