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Abstract
The purpose of this report is, broadly, to outline how an early career theatre maker can take
a piece of new writing to the Edinburgh Fringe Festival. Due to the nature of the project, this
will include advisory notes from the perspectives of writer, director, and producer, which
are all roles I have personally undertook. The account of this project with thus provide
advisory notes for future theatre makers when approaching their debut professional
project.

Introduction
Inspirations and creation of the play Conscious
The play I took to the Edinburgh Festival, Conscious, was a piece of political science-fiction
exploring the potential effects of the automation of labour upon the working class. The idea
of the play began in 2017 when I wrote an adaption of Alice in
Wonderland by Lewis Carrol. Central to the adaption was the
theory that the novel was actually a critique of abstract
mathematics, rather than a purely surrealist tale, which made me
consider how I could bring science fiction to the stage without the
need for a big budget.
As an A-Level student, I had adapted Royal Hunt of the Sun by
Peter Shaffer into a sci-fi play, largely by substituting historical
markers with futuristic indicators. For example, instead of
Figure 2 Abridged version of
searching for gold, the characters were searching for fuel; the
Alice in Wonderland used for
indigenous tribe became an indigenous species of another
reserach into intial play AI in
Wonderland
world; and the motivation of religious right became corporate
greed. From this, I had some previous ideas on how to make
science-fiction compelling on stage without the use of large-scale sets/ effects (as is often
associated with the genre from TV and film). This is achieved by using the fictitious future
created as a vehicle for highlighting political ideas and
character relationships (which is what drives the work).
With the above in mind, I considered the idea that
Alice could be a humanoid AI (hence the original title,
AI in Wonderland), and her experience of Wonderland
was in fact a demo programme she was being put
through to show off her near human capabilities to
Figure 3 Orginal poster design for AI in
investors. Of course, for this idea to be compelling to
Wonderland Show, December 2017, design credit
an audience, the character of Alice had to realise that
Eve Ruck
Wonderland was a farce and react to the real world
around her. This notion of breaking her programming and becoming conscious was the most
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fascinating aspect of the original production and provided the most fertile ground for
political comment when AI consciousness could be parallel with working class
consciousness; confronting the ‘real’ world with confronting the capitalist system.
With the play aptly renamed Conscious, I embarked on the redraft in early 2018 with a
sharper focus on the theme of automated labour and its political ramifications. The key to
looking at the issue was to examine how automation hinders workers under capitalism but
liberates them under socialism. Of course, this idea is complicated by the fact the
automated labour in the world of Conscious is humanoid AI who can question the work she
has been made to do. Far from being a plot hole instead became the way Alice was able to
represent working class consciousness so well, especially when in conjunction with the
working-class character of Eleanore, who was able to contextualise the world for Alice.

Why the Edinburgh Fringe Festival?
As outlined in the original proposal for this project, one of the main goals was to take the
subject matter, and the questions surrounding it about socialism
and automation, into mainstream discussion. Thus, the decision
to take the play to the world’s largest theatre festival logically fit
with this goal and, of course, is also widely regarded as the
perfect platform for theatre makers to have their debut.
However, the main reason why I felt Conscious was going to be
an important piece to take to such a prestigious stage was and
remains my philosophy of accumulative political consciousness,
which will be discussed below.

Figure 4 Edinburgh Fringe Festival
Logo

An Explanation: Accumulative Political Consciousness
During the process, I began to question why I felt that it was important for theatre, and
indeed all narrative media, to bring up political discussions. Why not just do a presentation
or an essay? When going through these thoughts, the projects political advisor, Aidan
O’Toole MA BA, asked a simple question:
‘When has a single piece of creative work ever changed the political landscape?’
There is a simple answer to this; there isn’t one. So, with this in mind, what is the point of
creating political work? My response to this is that through ingesting political work over
months and years, from different creators and perspectives, the accumulation of ideas
presented can help the individual question their political backdrop in different ways. Thus, a
political piece such as Conscious does not exist within a vacuum but works alongside all the
other political works an individual audience member has seen to prompt within their mind
different perspectives, questions, and potentially world views.
The above does not answer however answer why a creative medium should be used to
evoke political thinking over more traditional options such as essays and presentations. in
my thinking, the former yields different results to the latter for a number of key reasons.
Number one is that convincing an average person to sit and watch a play or TV show is
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infinitely easier than convincing the same person to watch a lecture series, meaning that the
ideas presented in a creative piece have a much bigger audience from the get-go. Secondly,
exploring politics through the creative allows complex ideas to be made accessible without
having to water them down. The third and final reason is that putting political ideas within a
narrative structure allows for a greater emotional response to the work, as well as an
intellectual one. By getting the audience to emotionally invest in the characters and plot,
you are also getting them to personally invest in the political message, increasing the
likelihood of them talking and researching about the issues even after the piece is over.
My theory of accumulative political consciousness is something that is still in its very early
stages, but I feel is a fantastic indicator of how this project has formed the philosophical
basis of all my future work, both as an induvial, and with my company, Avoiding the Dustbin.

A note on collaboration regarding Conscious
While it will be discussed in more depth within the limitations section of this report, it is
important to note early on that the Conscious project had to be postponed from a 2018
completion to a 2019 completion, due to various factors leading it it’s temporary
cancelation in June 2018. This means that the project can be split into two sections, here on
described as period one and two. Period one covers the inception of AI in Wonderland up
until June 2018 with the Warwick Rep Theatre Company, and period two follows from this
to the Edinburgh Fringe run of Conscious in August 2019 with the formation of Avoiding the
Dustbin.
The reason this is important to mention now is because this split directly effected the
collaborative nature of the project. While collaboration remained at the heart of the
project, the methods for doing so were revised for period two in order to learn from period
one and the reasons leading to cancelation. This is something that will be referenced
throughout and is important for the reader to keep in mind.

Methodology
What did the Conscious project consist of?
The broad goal of this project was to take a new play from page to stage, encompassing all
the practical elements of putting on a theatrical production, which includes the following
points:
1. The development of a new play as a writer
2. The effective running of auditions and rehearsals as a director, providing both
practical and creative direction
3. Producing the play:
5|Page

a. Financial Management (including raising additional capital alongside the
LRMF grant)
b. Networking and Liaison with other professionals in theatre (for example,
building a working relationship with the Criterion Theatre, Earlston)
c. The creation of a new theatre company (period two)
d. Marketing the play
For clarity, the following section of the report will explore the above in the prescribed order.

The development of a new play
Period One (June 2017-18)
Reworking Ai in Wonderland
Characters
As discussed in the introduction section, the first step in developing the script was to make
the leap from adaption to an original work suitable to take to the Edinburgh Fringe. Initially,
I knew I had to cut down the cast size from eleven to six in order to make it financially viable
to afford travel and accommodation for the cast, the director, and myself (totalling seven
people). In the original piece, there were four additional AI’s to Alice that were part of the
Wonderland demo program, so these were easy to cut out as removing the Wonderland
element naturally allowed for a departure from the source material.
With Alice the AI remaining the central character, I then had to work out who was best
placed to interact with her to create a compelling drama on stage. It was at this stage where
I formed the concept of Satellite Characters, which guided how I focused my goals for the
first draft.
Essentially, the plots and emotional development of satellite characters relies on them ‘in
orbit’ around a central catalyst (in this case, Alice), whose presence and actions drive the
work forward. In the first draft of Conscious, the characters other than Alice, the satellites,
were accompanied with a descriptor that helped focus the relationship they held with Alice.
Below is the original cast list with descriptors and explanations:
Eleanore- the worker
Eleanore was a character developed specifically for Conscious and not taken from
the previous adaption. She was and remained the only human cleaner left at
Automations Incorporated after the rest of the staff were lost to automated cleaning
systems, kept only because an advanced enough robot could not be allowed to clean
the lab where Alice was kept without the risk of damage. Eleanore was given the
descriptor of ‘worker’ because she represented the working class that had been
disproportionally affected by Alice’s development and could thus give Alice insight
into what the real world was like beyond the lab, helping to radicalise Alice against a
common enemy- the capitalist class.
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Doug (later Rita)- the infatuated
Doug was originally a security guard in AI in Wonderland, who was reworked to be
an assistant scientist, responsible for guarding and running checks on Alice. In order
to make his interactions with Alice interesting for an audience, it became quickly
evident that Doug had to view her as more than a mere machine, and thus the
descriptor of ‘infatuated’ felt appropriate. This feeling Doug held towards Alice was
partly driven by his loneliness but also driven by the fact that he held a lot of power
over her, allowing me to dive more deeply into the issue of autonomy, along with
the character of Ian.
Zora (later Zander)- the bereft
Zora, the lead scientist from the first play, was an obvious choice to keep in
Conscious. When thinking about how Zora would have approached creating Alice,
one question that stuck out to me (and later got mentioned within the play itself), is
why would Alice look the way she does, a young woman, rather than an obviously
mechanical being? There were many possible explanations for this, but the most
interesting one for me was the idea that in Zora’s academic pursuits, she tried to
recreate someone she had lost. This idea created a complex relationship between
satellite and central character, as Zora is torn between wanting the world to see her
triumph in technology while also not wanting to lose the closest thing she has left to
her late daughter.
Liza- the opportunist
Liza, originally Una in AI in Wonderland, remained the head of marketing for
Automations Incorporated, still largely driven by wanting to profit on Alice’s
manufacture. The opportunism of Liza became her using the money she was going to
make, and what she took in bribes from Ian, to run for political office. This brought in
the question of how one could try and bring about good with dirty money, if indeed
they really wanted to bring about good in the first place. The high status of Liza as a
result provided fertile ground for developing the power play between the satellite
characters.
Ian- the allegation
Ian was taken from the original piece and was presented as the wealthiest and
highest status character, allowing him to wield an enormous amount of power over
all characters, even Liza. Describing Ian as ‘the allegation’ helped focus my writing
from simply presenting a capitalist, corrupt by nature, and instead create a threedimensional figure whose charm and charisma were undercut by the rumours of
sexual assault allegations. Through Ian, I was able to explore what autonomy Alice
had and delve into the backdrop of our own era with #MeToo and abuses of power,
such as in the case of Harvey Weinstein.
Using this idea of satellite characters was useful in constructing the plot of the play, with
each character having two scenes each with Alice, each on driving the play forward. It was
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also useful because once I had clearly defined each person’s relationship to Alice, it became
much easier to start bringing in the conflicts between each satellite. For example, I was able
to bring in the idea that Zora and Liza were long-term friends/ business partners so when it
is revealed that Liza had been taking bribes to push the development of Alice in certain
directions, it became a personal betrayal, resonating even more with the audience.
The only drawback to this approach is that it means that the central character, in this case at
least, never leaves the stage, demanding that the actor playing them have immense talent
to pull off such a performance and, as a writer, you are tasked with creating a single figure
which can carry the weight of multiple plotlines on their shoulders without becoming dull.
For Conscious, this was eased in the script by the fact Alice is a robot and can be placed into
a dormant mode for short periods to allow two satellites to interact uninterrupted.
To writers thinking about using the satellite method, I would suggest planning your script
out in the way described above and then removing your anchor character from a scene and
explore how the dynamic changes between the two satellites. Another option would be to
then plan your script/ plot again but with another character as the anchor and see how this
changes the relationships and conflicts presented on stage.
Premise
AI in Wonderland was conducted in real time as an immersive presentation, with audience
members given ID lanyards as ‘press’ and ‘investors’ and the fourth wall constantly being
broken. The immersive element was something brought through collaborative talks with the
other members of the Warwick Rep Theatre Company, but now that I was taking more
ownership of the work, I decided to remove the immersive element and work with a fourth
wall in place. This was partly because it was a form I was more confident working in, but I
also felt the immersive element was hard to make more for a full-length play without a
bigger budget for, for example, set pieces the audience could walk around and interact with
or a larger performance space to house this in.
The premise of Conscious then became that the events on stage took place to night before
the presentation where Alice was unveiled to the world. Instead of this being to only
investors, the unveiling taking place became part of something called Project Upgrade,
which refers to the international automation of all labour using copies of Alice. This created
an international backdrop, outlined in opening and closing radio broadcasts, and helped to
firmly establish what was at stake to each of the characters.
Workshops
In term two, after the first draft was completed, several informal workshops were held with
the cast members, director, and myself. This was largely examining the balances of power
throughout the script to increase the tension on stage.
In the third term, after I had completed a second draft, workshops continued with cast
improvising around the script and making suggestions. This is where the workshops became
a hindrance rather than a help to the development of the script and will be discussed in
more detail in the limitations section. The basic issue was that instead of suggestion being
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given and discussed for me to then sift through as the designated writer, demands were
being made and professional boundaries not being respected.
The Catalyst Long-list Writers Programme (North Wall Arts Centre)
One of the most useful experiences I had when developing further drafts of Conscious came
from attending the Catalyst Long-list writers programme, which I had applied for during the
Easter Break. Here, I sat down with a group of around ten other young writer and directors
who did a read through of a scene of the first draft of the play. I was then able to hear ideas
and opinions from a variety of different perspectives that prompted me to consider the
work in different ways. This was also a valuable experience to improve the confidence I have
within my own work and no longer be afraid to take ownership of what I was creating.
This process of collaboration on the script was more successful that with the company at
University because there was a mutual respect present between all attendees, the work
they were presenting, and the authority they have over said work.
Period Two (June 2018-19)
Creating a ‘final’ draft
Before I could begin work with a new cast in the second period of this project, I knew I
needed to be able to present them with a finished script, rather than recruiting people into
the writing process. I compiled the final version by going through all the previous drafts I
had created up until that point, which totalled around seven. This was a refreshing process
as I was able to cherry pick all the best moments and ideas from each incarnation purely
based on my vision as a writer.
Cast input into Conscious script
An important thing I have learnt from this experience is this: The writer is the expert on the
plot, but the actors are the experts on the characters. As we got into rehearsals, a brilliant
thing that began to happen was the actors I was working with began to question if their
character would say a certain line or move in the way I had directed. This meant that
throughout the rehearsal process modifications were able to be made constantly without
the direction of the piece becoming lost, as it had felt in period one.

Directing a new play
It is worth noting that I did not take on the role of director until the second period of the
project and so the following will be regarding June 2018 to August 2019 only.
Auditions
I decided to do one open audition with all those interested coming in to read sides from the
play with the others present to allow the process to move quickly and immediately see the
chemistry between the different actors. Before meeting, I made a list of all those who had
expressed interest and created pairs with specific scenes to read, swapping scenes and
partners halfway through to aim to see everyone read at least two different characters.
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After giving people an introduction about the play and contextualising some of the phrases
(such as what Project Upgrade was, for example), I went around and watched the scenes,
asking the actors questions about the characters they had just read for. The main reason I
wanted to ask about their impressions of the scene was so that I could gauge if people were
able to invest in the piece and offer something new. Directing my own work was something
that came more out of necessity than an eagerness to, so I wanted to make sure that the
performances weren’t going to just be what I told the actors to do, but rather that they
would bring new ideas to the table.
Rehearsals
Following on from the above, I ran the early rehearsals by following a strict formula. This
meant that I could prepare for each quickly and the actors knew exactly what was expected
of them each time, centred around three questions:
What am I trying to show? (Emotion)
What am I trying to say? (Message)
What do I want the audience to be left with? (Effect)
At these rehearsals we would read through and then run the scene cold, approach question
one, rerun the scene, approach question two, etc and allow each rerun to be done with the
new ideas generated by asking each question. This was a useful way of getting to grips with
the script and helping the actors to better understand the characters they were going to
play.

Producing a new play
Period One
Project manager
In the first incarnation of Conscious, my main job alongside being a writer was project
manager. This job was to essentially oversee all the practical elements of getting the play up
to the Fringe, aside from acting and directing, however the initial plan was to delegate
certain tasks to other members of the team to allow for a coordinated effort. This fell down
due to two factors: one, I quickly found that the tasks I wanted to delegate were not being
done or, at least, not being done on time, and two, I found trying to delegate the jobs to
take up vastly more time than just completing them myself. This led to a very unbalanced
workload between myself and other team members, especially when considering my job as
writer on top of this. At this stage, a bigger team of people behind the scenes would have
made a huge difference but sadly was not possible at that stage in the project.
Internship with Out of Joint Theatre Company
Alongside my final year studies, I was lucky enough to do a week-long internship with Out of
Joint Theatre company in London. The week consisted of masterclasses from the different
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professionals that worked there and culminated in presenting a proposal for a season of
work.
First and foremost, this experience allowed me to better understand exactly what being a
producer meant and the notes taken from the experience gave me a good foundation to
work from when I began working on the second period of the project.
Period Two
a. Financial Management
Starting over
The first thing to do when approaching the project in the second period of Conscious was
the assess where I was financially and how to move forward. In the initial proposal, I had
requested £2500 from the LRMF, and to move forward required an additional £500, taking
the total to the maximum amount of £3000. To do this, I put together a plan and submitted
it to the board, which was then approved.
The other major change was to propose to cast members that accommodation and travel
were costs they would have to cover. This was agreed upon by all those involved but luckily,
due to additional funds raised, this was not necessary.
Expansion of Project (London and Coventry)
In the end, Conscious was not only shown at the Edinburgh Fringe, but managed to get a
debut in London and a sold out showing in Coventry.
The London show was at the prestigious Kings Head Theatre, programmed as part of their
Playmill Festival which came as a result of doing a simple online application. This allowed us
to broaden the reach of the project and find a different audience down south. Many
festivals such as Playmill run throughout the year and are specifically looking for Edinburgh
Preview shows.
The only drawback to Playmill festival was the size of the audience. Given we are such a
small company, trying to find the money and indeed time for additional marketing alongside
the costs of travel and hostel accommodation was an impossibility, even with additional
funds. The other companies programmed, from what I could tell, had much more money
behind them and were thus able to reach a bigger audience, whereas we were relying on
the Kings Head to do promotion of the festival and use this to gain audiences. The
experience overall was incredibly positive and got us a four-star review which was a brilliant
marketing tool for future shows.
Our Coventry show was originally going to be at the Criterion but due to scheduling issues
around their in-house work, we had to look elsewhere. I decided to book a show at the
Shopfront Theatre because I had experience running the space from working as Assistant
Programme Producer on Shoot Festival and had helped out in the space for other events
subsequently. This required around £100 hire fee, but the result was a sold out show and a
great run through before going to Edinburgh a week later.
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Accommodation and Transport
I decided to book with the Cowgate Hostel, as this was where the original cast was going to
stay. After having an email conversation with the staff there, they agreed to put us up in a
six person room, with an additional mattress on the floor for me to sleep on for the week;
this helped to cut down costs and I would recommend always talking to the hostel you are
staying with to see if any money-saving arrangements can be made.
For transport to Edinburgh, we went via train but I would recommend that companies
instead fly to the city if coming from the Midlands or further south. The tickets for flight are
cheaper and the travel time is immensely less than the six hours we spent on direct trains.
Fringe Funder Campaign
In order to afford the project fully, I set up a Fringe Funder campaign, which essentially a
GoFundMe style platform specifically for theatre shows which takes a much smaller
commission than it’s competitors. The project was pitched in a short, thirty second video,
with a full write up available underneath about the show and how the money would be
spent.
This fund raiser was promoted on our social media accounts and managed to raise nearly
£400 from this alone. I would highly recommend getting a team of people working on this in
order to produce more engaging and persuasive content to get people on board, including
offering ‘incentives’. Whilst I tried to do this, working as producer, director, and writer left
little time to do much more.
Undrowning Scholarship
The Undrowning Scholarship was introduced in 2019 from the team behind Drowning the
play. The scholarship was intended to help #WomenOfTheFringe bring their voices to their
voices to the festival. Conscious was lucky enough to have been selected as their first ever
recipient and the scholarship was paid to us by paying the remaining balance of our Fringe
Funder target (totalling just over £700).
The scholarship was not something that could be directly applied for and they found us
through our posts on Twitter, the scholarship itself was not something any of us were
actually aware of until the money appeared on the funding page with a messaged attached
from the Drowning team. Whether this scholarship will run again is something I do not
know, but just having a presence on social media platforms, sharing and supporting other
artists, made this possible and I would highly recommend to all future theatre makers.
b. Networking and Liaison
F13 Meetings
Period two of the Conscious project took place not long after I had moved to Coventry and
found myself with no connections to initially call upon to help get the project on its feet. The
remedy to this was researching theatre networking in the area and coming across F13. F13
is an annual meeting, usually every two months, of all creatives in Coventry held at the
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Shopfront theatre. One of the most useful parts of these events is the opportunity to share
what you are working on, new jobs in the sector, and seek advice. At my first meeting in the
beginning of October 2018, I voiced that I was looking for some actors for an Edinburgh
show and this allowed me to begin a meaningful relationship with the Criterion.
Criterion Theatre
My primary contact from the F13 meeting for the Criterion was the then AD, Jane Railton.
Jane and I then had a meeting a few days later where she showed me the space and said she
would be willing to use the pool of actors and space attached to the Criterion to support this
new work, as they had done with other early career artists in the past. The call for
auditionees as then put up on the website a few days later and, after becoming a member
of the theatre, I was able to run rehearsals and read throughs in the space free of charge.
c. Creation of a new Theatre Company
Why create a new company?
The creation of a new theatre company was not something set out, or indeed needed, in the
original proposal for the Conscious project. The choice initially was born out of a desire to
market the show properly as shows performing at the Edinburgh Fringe that are attached to
theatre companies tend to do better at attracting audiences than independent shows as it is
an indicator of quality (i.e., professionals producing a show rather than a random group of
people).
Not long after this was decided, it also became quickly apparent that starting a company
would give me and the other members a better vehicle to do future work as, for example,
instead of starting from scratch promoting new work on social media, we could continue to
grow our audience by using the same company accounts.
Choosing the name
I wanted to create a name for the company that would not only fit with the themes and
ideas behind Conscious but would also help to focus in on what kind of future work we
would want to create. Broadly, I have always known I want to write pieces that have
political comment more than anything.
The company name, Avoiding the Dustbin, thus heralds from the famous Leon Trotsky
quote:
You are pitiful; isolated individuals; you are bankrupts; your role is played out. Go where you
belong from now on—into the dustbin of history!
The quote comes from the second congress of Soviets and was directed towards the
Mensheviks, who have indeed been largely lost to history. Thus, the company name
Avoiding the Dustbin, comes from a sincere effort to create work which is on the right side
of history, pushing political and social ideas forward, and, essentially, to avoid being
confined to the dustbin of history.


A quick note on translation
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There are differing translations of this Trotsky quote, the most notable being ‘ash-heap’ in
place of ‘dustbin’. The choice to use the latter came simply from feeling the name sounded
better from this translation.
d. Marketing the play
Marketing Copy and Press Release
The first instance of writing marketing copy for Conscious came from when I pitched the
play to the team of Out of Joint at the internship I attended. The main image that stuck out
for those present was that the character of Alice had never left the windowless laboratory
where she had been created, which conjured a feeling of claustrophobia and entrapment.
After this feedback, I made the image central to the copy and with the help of then head of
marketing, Jon Bradfield, worked through a series of drafts to complete the press release to
the highest standards. As a new show, the press release was not something that gained
much traction, but the marketing copy Jon helped me develop for it became what was
displayed online when potential audience members were looking for tickets and a short
version was printed in the Edinburgh Fringe 2019 programme, which read as follows:
Held captive in the windowless laboratory where she was first conceived, the AI Alice was
created to serve. But when Alice doesn’t play into the goals of the investors, she threatens to
dismantle the very system she was born to uphold.
From talking with Jon after the internship about what would make a good piece of
marketing copy, two main points came to light:
1. The copy must not lay out the plot.
As you can see from the above copy, it hints at a conflict between Alice and those around
her but doesn’t blatantly lay out what is going to happen, giving the audience intrigue
without answers.
2. The copy has to make sense.
This may come across as obvious but in actual fact laying out something that isn’t too
ambiguous was a difficult task. Many copy pieces I have seen for other plays, largely student
led plays at university, veered towards being so vague that the actual content of the piece
couldn’t be deciphered. A common instance of this came in the form of listing things which,
whilst may be a useful poetic device or suitable for a more lyrical piece of drama, does not
suit more Stanislavski-an theatre. An example of this listing technique for a play such as
conscious may look something like the following:
An isolated room.
A break-through technology.
A yearning to be free.
Whilst the above would communicate some of the play’s content clearly to someone who
was already familiar with it, to an audience this would essential mean they would be buying
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a ticket blind, completely uncertain if this is something they actually want to see. The main
thing to take away from this is to always keep in the forefront of your mind that you are
writing copy for someone who has no idea about the play, the company, or the themes
explored, and that it requires as much thought and attention as you would give writing and
editing the actual performance script.
Poster
The poster is the first image that potential audience members are going to see so it felt
important to get the image professionally designed. To do this, I put out an open call on
Bossy, a national Facebook group for women and non-binary creatives of all disciplines. I
then commissioned Tammana Burke to create the image, sending her the script, press
release, and some initial ideas to work with. She broke down her design below (all italicised
words credit to Tammana Burke):
Theatre Poster Design
www.tbegum.co.uk
Title: clean, contemporary font style in white to reflect on the futuristic time and theme. The
letter ‘i’ is a different font style, something a little more colloquial to reflect on the
individuality, consciousness and personality of Alice.
Theme colour: black and white overall to keep it simple and achieve a timeless look, with a
hint of sci-fi (which is also established through the perfect hair cut/style). Lens flare has been
added to imply something extraordinary will happen to the character, quite fitting as she is a
conscious robot. The lens flare is in colour to avoid predictability in colour scheme and create
a unique look.
Image: the model has perfect hair which
depicts the man-made perfection of her
physical appearance however she is also naked
which reflects Alice’s state at the end of the
story. She has been discovered and labelled as
defective, left in a room to rot. There is also
purity about her; she is a robot with moral
values and thoughts/opinions. This is very
human and the bare skin on her back depicts
that. The contract between the perfect shiny
unnatural hair against the unblemished but
natural looking skin is a reflection of the
character –part robot and part human.

Figure 5 Screenshot of design breakdown by Tammana
Burke

Information: bold, san serif font in capital to retain the contemporary look and offer
legibility. Placed on the side so as not to take the attention away from the design but within
obvious eyesight as it is important information that audience will be expecting.
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Slogan: written in Edwardian script which is often used for tattoos with sentimental values.
Although Alice doesn’t have a tattoo, the design of the slogan hints that she has human
qualities.
This breakdown of the construction of the Conscious poster image highlights the amount of
thought that needs to be given to this specific marketing material as, while you supposedly
shouldn’t judge a book by its cover, a professional piece of artwork like this helps to
instantly communication not only a lot of the content of the work but also a lot about the
quality of the show.

Social Media
The main marketing tool for Conscious was social media platforms for
two main reasons:
1. They were free to use
2. They were easy to regularly update around working full time
To maximise reach, I ran three social media accounts for Conscious
that would be updated simultaneously which were Instagram,
Facebook, and Twitter. When sharing on Instagram, the post would
also automatically post to Facebook but had to be separately
uploaded to Twitter so the actual image could be shown rather than
just a link to the site.
The creation of images was one of the challenges of a marketing as,
aside from the professionally designed poster and some photographs
of rehearsal, there was nothing ready made for me to use. To keep
costs down, I found free online editing software called PixlrX and
spent time playing around with the features to learn how to create
useful social media images.
The poster for Conscious was largely black and white, but the lens
flares on the images had hints of pink in them, so I decided to use this
as a theme colour for the text and any additional shapes/ overlays to
try and keep things uniform as well as always using the font Atomsfer.
Leonie Slate from the cast had a particularly good eye for creating
images for the accounts, and incorporated the use of relevant
photographs into the images, taken from the royalty-free stock photo
library provided on Pixlr X.
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Alex McGowan, brother of Ted McGowan from the cast, attended a
rehearsal of ours and took some professional quality rehearsal photos
which gave some more variety to the content we were able to publish.
The professional look of these photographs also helped to establish the
professionalism of the company on these platforms, giving a positive
first impression to prospective audiences.
A useful feature of the Edinburgh Fringe website where our tickets were
listed was that we were able to directly link our Instagram and Twitter
accounts for people browsing who wanted to know more about the
show. The addition of Twitter to the ticketing page was particularly
useful because people didn’t have to click an additional link to see the
feed but could scroll down on it from the ticket page itself.

Figure 6 Excerpt from Instagram
feed for @atd_conscious (now
atdtheatreco)

Physical Marketing
The physical marketing of Conscious was only done for the Edinburgh shows due to cost and
ability to be effective. In London, we were only able to afford to stay one night and thus this
left little time around our tech rehearsal, preparation, and performance to do any
meaningful flyering. For our Coventry show at the Shopfront Theatre, we were able to rely
much more on social media and word of mouth to sell our tickets, as all the friends and
family of those involved were based locally.
For Edinburgh we used the official fringe shop to print out flyers and posters as they could
be delivered and picked up from a SpaceUK venue and our affiliation with the SpaceUK gave
us a discount. The package we got consisted of 100 posters and 5000 flyers. By the end of
the week, all bar five of the posters had been used but only approximately 2000 flyers were
given out. The deal we got was cheaper than actually buying less flyers, but upon reflection,
no more than 2000 flyers is needed for a one week run in Edinburgh unless you are able to
pay for a professional flyering team to hand out material around the clock.
The most useful time and place to flyer for our show was about half an hour before we were
due to perform by the entrance to the venue. This allowed us to get many passers by to
come in between other shows or plans and get those few extra sales on the door to pad out
the room.
Reviews
Conscious received only one review which came from Andrew Sharpe for our London Show.
Andrew is an affiliate of the Criterion theatre but aside from this knew nothing of the show
prior to seeing it, although no reference to knowing each other was publicised as this could
compromise readers belief in the reviews being unbiased.
The review had many positive points and these quotes were useful for creating online
marketing images for Instagram as well as providing new material for captions and Tweets,
bolstering the professional quality of the show being ``performed.

17 | P a g e

In Edinburgh, despite best efforts to send out the press release and engage with writers, the
simple fact that over 4000 shows were taking place in the month of August meant that it
was hard to attract any attention. From the week spent there and looking up reviews, the
vast majority were for plays that had significantly larger backing than ours, be this purely
financially or through having connections to multiple, well known producing house.

Limitations
Period One
The main limitation of the first period of the project is, of course, it’s cancellation. The
project began with the Warwick Rep Theatre company during the final year of University
and members of the team almost entirely consisted of friends. It should be noted that this is
how many companies start out and does have a high success rate (notably the Reactivists
and Emergency Chorus) but this did not work in my case and I shall intend to break down
why.
Retrospectively, the problems with the first period of this project stemmed from a lacking in
professional boundaries and clarity of roles. As mentioned previously in this report, my role
alongside writer was Project manager, which was very loosely defined and essentially ended
up encapsulating all jobs aside from performing and acting within the piece. Alongside trying
to complete my dissertation at the time, this proved to be an overwhelming task that not
one single person could undertake, especially with my knowledge of producing at the time
being minimal.
The main issue was professional boundaries as, because the team started out as a friendship
group, certain liberties were taken at the beginning and then escalated due to not being
dealt with immediately. For example, not coming to rehearsals on time or sticking to
deadlines was something that I did not initially pull people up on because I trusted them to
put the effort in at other times. However, not dealing with these issues straight of the bat
meant that they got worse and when the time came where I began to challenge these
behaviours it led to extreme fall out within the team.
As a writer, the other issue with professional boundaries was authority over the script. In my
mind, once initial workshops were done with in term two, the script produced in term three
was performance ready and could go straight into rehearsals. Instead, the rest of the team
insisted on continuing workshops, reducing rehearsal time and, towards the end, trying to
directly dictate what I could and could not put into the final version. Fearing my work would
drop in quality, I made the choice to produce a final draft I believed was the best version
and use my own money to copywrite it, meaning that the work couldn’t legally be tampered
with without my express permission. The consequence of this was half of the cast leaving
the play and the remained suggesting I essentially hand over the funding for them to devise
their own play, keeping nothing bar the title. This of course was unacceptable on a number
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of levels and as the sole person in charge of the funding and organisation of the Edinburgh
shows, I had to make the difficult decision to cancel the show (at the time, with no idea If it
would ever be possible to go forward with the project) in order to make sure funding was
not used improperly.
As unpleasant as this experience was, the plus side was that the experience became an
immense learning curve. For the second period of the project, I started out from scratch
with an entirely new team of people, setting boundaries as soon as possible. This led to the
show being fully blocked in under two months and for myself to keep well ahead of
schedule. It is worth noting that the setting of these boundaries did not prevent myself and
the team from forming a friendship group but instead proved to be essential in the delivery
of the project and built a strong company that are eager to work together in the future.

Period Two
The main limitation of period two was the size of the team. As spoke about previously,
Avoiding the Dustbin consisted of myself and the six actors, leaving me with the bulk of the
organisational workload. However, in this incarnation of the project I was able to not only
learn from the mistakes of period one but gain additional knowledge from working as
Assistant Programme Producer on Shoot Festival and the knowledge I had learned from my
internship with Out of Joint earlier in 2018. Due to it being such a small team, opportunities
such as being able to secure reviews for our Edinburgh show were lost but, conversely, we
were able to secure bigger opportunities such a being programmed in Playmill and being
awarded the Undrowning Scholarship. The decision for me to undertake so much work was
born out of need rather than want, and now approaching my next projects with a company
behind me, I can seek to engage production members in the future to spread the workload
more evenly and achieve even more successes.

Analysis
What can be learnt from the Conscious project?


Writer: Take authority of your work

Every writer has a different process they work through and, whilst the formula of Anchor
and Satellite characters was a useful discovery for me, the main thing a writer can take
away from the Conscious project is the importance of their own authority on their work.
When I copywriter my script and allowed myself to be the best judge of what served the
narrative and characters best, I was able to produce a final draft that is one of the best
pieces of writing to date as opposed to when I was trying to accommodate for an entire
team’s worth of different views and agendas. Workshopping was useful to the script
development, but there needs to be a clear point where this stops and the writer is able
to make their own judgments on what suggestions and alterations are worth pursuing.
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Additionally, although this may come more under the remit of director, the notion of
authors as plot expert and actor as character expert means that some changes can be
made to the script collectively, but the establishment of boundaries allows this to
enhance the project.


Director: Precise planning of rehearsals

Having a formula to follow in the early days of rehearsals, especially if you have limited prior
experience, proved essential for both staying on schedule and presenting a coherent
interpretation of the script.
If you are looking to direct a piece of work you have written yourself, then using questions
to get the actors to interrogate what they are performing is a fantastic way of bringing out
new things in the script which you, the writer, may not have even seen yourself.


Producer: Boundaries and defined roles are essential

A professional atmosphere of clearly defined roles and mutual respect for the craft’s of your
other team members was what enabled period two of the Conscious project to run so
successfully. The best way to do this is to lay out formally what this means for everyone
involved and give people a chance to query any points. This helps establish your own
authority over the part of the project you’re responsible for and create a productive climate
of mutual respect.

Conclusion
In conclusion, I believe the Conscious project has been overwhelmingly successful in its
aims, even if it took a little longer than planned to reach them. The development of the
script has allowed me to refine my style and grow in enough confidence to begin
approaching my next writing project. Conscious was able to take the questions around
automation, socialism, and bodily autonomy not only to Edinburgh audiences but to London
and Coventry as well, going above and beyond the initial plans.
The project has also been successful in providing myself with the steep learning curve
needed to approach future work with efficiency and original creative vision, with Conscious
not standing as a self-contained project, but as the basis for all future work written by
myself and produced by Avoiding the Dustbin.

Financial spreadsheet
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