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INTRODUCTION
BY ALEX LUI
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I always followed the saying
‘If you do what you love,
you’ll never work a day in
your life’. I never knew that
would be working as an
arts producer, although
I’m sure glad it did.
Growing up in Leeds, I experienced little
cultural opportunity beyond occasionally
attending a theatre whose directive I felt
was driven to presenting traditional theatre
performed by generally white casts, written
by a white male author and with little
audience development.
I felt frustrated about the lack of access to
opportunities within theatre. Why was it that
my Dad, who is Chinese, didn’t like theatre
because of feeling unwelcome in what he
perceived as white spaces? That due to their
special needs, my foster brothers were looked
at as a nuisance or naughty when like other
children they would shout back ‘they’re
behind you’ at the panto dame. Why was
it that opportunities to perform and learn
are so expensive and preventative?
As the eldest sibling, the theatre was my
outlet and most Saturdays, from the age of 12,
I went to a children’s theatre group (Leeds
Children’s Theatre). There, for the price of £1
a week, was my passport into theatre and
a time where I could be creative and silly.
As I grew up, I was invited by a friend to join his
drama group for older teenagers. After going
only once to a taster session, I was given an
envelope. Inside was an invoice with a termly
charge of well over £100 — I did not go back.
When I asked whether there were any work
experience positions in a theatre or performance
venue in a school career advice session,
I remember being questioned why I wanted to
be an actor. I knew by that point I didn’t want
to be an actor. However, when I asked about
other theatre roles, it was dismissed with the
repeated rhetoric of ‘throwing-your-life-awayon-a-pipedream-career’.

When it came to applying to university, after
numerous debates with family (about training
to be a social worker, teacher or nurse —
anything with better job certainty), I decided to
study theatre at Lancaster Uni. While I loved
the focus on new contemporary work, it wasn’t
this that got me into producing, rather other
opportunities, including working as a technician
— rigging the lights, organising friends’ parties
and managing student shows.
The first show I produced (even before I knew
what a producer involved in) was Mel Brookes’
musical The Producers, at university. This show
painted the picture of a producer as a suitwearing, cigar-smoking, money-grabbing
character occupied with dishonesty and dissent;
this picture could not be further from the truth.
Following my time at Lancaster, and after
producing over 12 student and professional
shows around the North East, and at Edinburgh
Fringe Festival, I felt it was time to pursue this
as a career. However, opportunities as an
early-career paid producer in Lancaster were
few and far between, so I did what many in the
industry do, I headed to London. I was offered
a place on the MA Producing course at Royal
Central School of Speech and Drama with
an academic scholarship paying the majority
of my tuition fee. I want to highlight that my
experience of studying for an MA in Producing
is one way to get into the industry, but not the
only way or better than others; I feel very
privileged to be given that opportunity.
The course taught me the basics of how
to produce and enabled me to develop
professional networks with individuals,
organisations and companies. London also
unlocked a wealth of cultural experiences
where I, no doubt, could have spent all of
my evenings. This opened my eyes to what
I wanted to do and what kind of work
I wanted to make.
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I was always interested in experimental,
contemporary, new writing and live art forms
of theatre — more commonly known as Fringe.
However, through serendipity (and a little
bravery) I began to produce drag shows,
with Gingzilla. I also began working with
touring companies such as Rhum and Clay
and 1927 and worked at New Diorama
Theatre to support managing a 60sq-metre
studio space, in-house producing and the
artist development scheme. Supporting the
team to create opportunities for artists was
an eye-opener, as I had never seen so much
care given by venues to artists or seen how
simple personal investment led to an increase
in the quality of the show, their development
as creatives and, more often than not,
an increase in audiences.
These were fantastic experiences; I learned
how to create my own opportunities and
make the most from them by investing in
relationships. I turned my experiences of
being frustrated by access due to physical
and socially constructed barriers (founded
in my first job as a care worker for children
and adults with special needs) into the
focus of my practice and care for others,
a characteristic of my practice. If you shine
hope, joy and love into the world the world
will shine back.

Since starting my producing journey, I’ve worked
as an independent producer to create projects
that I’m passionate about. I’ve worked as a
freelance producer with artists and companies
in the UK to develop, tour and present new
work. I’ve worked within schools running ‘Arts
Award’ schemes, theatre facilitation and after
school workshops. I’ve produced in theatres
to lead numerous shows and support strategic
planning. I’ve produced work for non-traditional
performance spaces and presented work
across the UK and Australia.
It’s also worth noting among the successes
there are failures. We’re all fallible and I wouldn’t
want anyone to be misguided or blindsided by
the fact that this industry is hard. Whether it’s
working for months on a profit share to not be
paid, churning out applications on the success
of a dice roll, months of unemployment,
disagreement with a colleague or mental health
challenges. There is a perception to act like
everything is fine, when a lot of the time it’s not.
So, look after yourself and look after other
people along your journey.
This guide aims to demystify the role through
three fantastic interviews with producers at
different stages in their career, hearing their
journey and expertise. We have the pleasure
to work in such a creative environment with
some incredible people to produce experiences
that genuinely have the power to change
people’s lives. So, remember to smile in the
moments that bring you joy.

WHAT ARE YOU READING?
I’m currently reading quite a few gardening
books, including Monty Don’s The Complete
Gardener, trying to work out why my compost
isn’t working.
WHAT’S SOUND-TRACKING
YOUR LIFE?
Shuffle doesn’t really work on my phone
as my music ranges from Dave, Fred Again,
Nick Mulvey and Fleetwood Mac. An album
that always makes me happy is Loyle Carner’s
Yesterday’s Gone.
TELL US ABOUT
A SIGNIFICANT OR
INFLUENTIAL CREATIVE
EXPERIENCE IN YOUR LIFE:
One of the first shows I saw at New Diorama
Theatre was Plastic Figurines by Box of Tricks.
I left the show in floods of tears, it felt like it
was made for me seeing so many similarities
in the relationships of the two characters on
stage and myself and my two brothers who
both have additional needs.

ALEX LUI
Alex Lui is a producer, project
manager and theatre-maker,
based in Oxfordshire.
Alex’s work includes acting
as a producer with venues,
independent artists/companies,
non-performance spaces, largescale participation projects, and
educational institutions. Alex
has independently produced
contemporary theatre, new
writing and cabaret that has
toured to Edinburgh, across
England and Australia.
Alex has previously worked at
venues such as New Diorama
and Oxford Playhouse, where
he has led artist development
initiatives and the development
of new work, such as
GymJam’s five star
Anthropocene.
Alex currently works for
Makespace Oxford as the
Communities Delivery Manager
for a Meanwhile Space
initiative supporting cultural
organisations, charities,
social enterprises and local
businesses. The programme
aims to revive, repurpose and
transform empty spaces to be
incubators for change through
positive social action with the
hope of creating a thriving
and creative community.
Alex is also currently working on
a new children’s show, entitled
Home In Time For Christmas,
which he has co-written and
is producing, due to premiere
in December 2021 at Oxford
Playhouse.
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WHAT IS
PRODUCING?
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As a producer, I work to
unlock the arts’ public value
with creatives to produce
experiences beyond my
own imagining allowing us
to identify what art means
in our lives. I work to make
ideas spark, shows flourish,
audiences think, creatives
develop and art accessible
to all.

I believe a producer’s alchemy includes the
ability to work with artists and creatives
to build collaborations that will realise an
idea to its fullest. A producer’s role involves
an all-encompassing, interwoven set of
responsibilities necessary to make great
ideas and projects happen, realising the idea
in the most brilliant and possible way.
The role may take many shapes and including
operating by themselves, leading small
to medium sized teams or being a Chief
Executive. The Producer internally supports
the creative development while externally
positioning the idea to build and hold the
framework of relationships, which will
attract the necessary support, finance and
engagement.
Being a producer means being a changemaker, fast-paced mover, cultural activist,
innovator, entrepreneur and leader. It’s hard
work, but if you’re up for a challenge and
believe in the power and purpose of arts and
culture, then producing might be for you.
There is no straight path to get into
producing and you might be working as a
producer but never be called one. Everyone
is a producer — you probably are one now,
you just don’t know it yet.

ESSENTIAL SKILLS
— Time management: plan well
in advance of any activity. Work
backwards from performance/event
dates to calculate when you should
start and complete tasks. You can
never start too early and where
possible allow extra time for dealing
with delays or the unforeseen.
— Task management: keep simple
to do lists. Identify what you need
to achieve by the end of the day,
the end of the week and keep track
of long-term tasks.
— People management: be organised,
be clear and be generous or kind.
— Communication: make sure you
have all the information you need and
other people have all the information
they need. Be clear and detailed
in your written communication and
prepare a list of what you need to
discuss before making phone calls.
— Keep an open and positive mind:
You can’t prepare for every eventuality
but you can prepare how you will
respond. Give yourself time to find
solutions when you are problem
solving.
— Excel Spreadsheets: it may not feel
like it but spreadsheets are your friend,
you will use them to create budgets,
schedules and track project activity.
— Attention to detail: check your work.
Always ask — what have I missed or
is there any more information this
person needs to know before pressing
send on an email, signing off on
a document or budget or sending
marketing documents to print.
— Self-care: rest and refuel. Take
breaks, drink plenty of water and
eat healthy food.
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PRODUCERS
PROFILE:
TOBI
KYREMATENG
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HOW WOULD YOU DESCRIBE
THE WORK THAT YOU DO?
I would describe the work that I do as multidisciplinary. Some people might say the work
as a Producer is about getting shit done.
Ultimately, it is taking something creative from
its genesis to a full version of itself while working
with a team of people to realise that idea.
AS A PRODUCER, YOU WORK
ON A RANGE OF DIFFERENT
PROJECTS. WHAT EXCITES
YOU ABOUT BEING A
CULTURAL PRODUCER?
I’m really interested in diving into unexplored
territories. A lot of my work will explore a theme,
topic or group of people that are either underdocumented, under-served or stories that
haven’t been given the limelight. Most of my
work tends to work with blackness, talking
about the diasporic or Black British experience.
But in some basic shape or form, it’s about
work that hasn’t been explored much to ask
questions or provoke conversations. Not all
of my work has an answer; for me, everything
is a collective conversation. It might be that
I’m working with an artist to pose a question
about a particular topic and then bringing that
to an audience or art form. Therefore, my work
is about finding a way to have a conversation
about an initial provocation or question.
WHAT INSPIRED YOU TO
FOLLOW THIS PATH?
Firstly, it’s important to frame that you look back
at life in retrospect. When I was growing up,
I didn’t know much about theatre or many art
forms other than soap operas as my brother
and I would watch those religiously and make
up scenes together in our bedroom.

But my parents told me stories all the time,
whether it would be anecdotes about my
Mum growing up in Nigeria, Dad growing up
in Ghana or just getting told off; everything is
a story. So for me, it was a pretty natural thing
to grow up in a house full of stories that would
seamlessly shape my upbringing.
I guess my parents were always the initial
catalyst to my creativity. They always supported
the essence of expanding my creativity and
applying myself, encouraging me to explore
my creativity, although maybe not as a career
at first. Still, they helped make things happen
with the limited resources that we had. I was
also very lucky to receive free music lessons
— so I had resource to explore.
I decided quite last minute to do a Performing
Arts BTEC. I really enjoyed the course, learning
devising skills and inputting ideas; however,
I didn’t necessarily want to perform them. In my
final year of college my teacher said, ‘you didn’t
have to go to drama school if you don’t want
to be an actor’. At that point, I was like, dude...
I’ve been here for two years thinking that
I needed to go to drama school, and now
you’re saying I don’t. Instead, I applied for an
apprenticeship in community arts administration
that landed me at Battersea Arts Centre (BAC).
At that time, I didn’t know what I was applying
for; it was more about being in a creative space
while I figure that out. From that partnership,
BAC was the catalyst that expanded my ideas
of theatre producing and the artistic world.
For me, a paid apprenticeship was a playground
to test things out that I didn’t know.
I will always be an advocate for alternative
pathways of working. I was always a very handson practical person as I found the process of
academics, studying and exams really difficult.
Therefore, doing an apprenticeship gave me
so much resource as effectively I entered the
sector as an 18-year-old not really knowing
anything but with the preface that it’s okay that
you don’t know anything because that is why
I am here.
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So, for me, it was about being paid to learn on
the job while doing it with a cohort of people
who were all on the same journey together yet
doing it across different organisations and
feeding back our different experiences to shape
our collective understanding of the sector.
However, that is not to knock the experience
others will have of university or drama school
because, for some people, being in a dedicated
learning experience will be better for them.
An internship or any type of job is an exchange.
It’s not about an opportunity where you have to
bust your ass and not feed yourself to enter into
the sector. Actually, it’s about acknowledging
that you bring something, and sometimes that’s
simply doing the work no one wants to do,
so it’s an exchange. You are doing that work —
being contracted to do that work over a certain
amount of time having a specific role. Therefore,
you should be paid for that role. If you’re
volunteering, you get to set your own hours
and set your own parameters with what you
want to do or not. You don’t get that with an
internship, so you should be paid for the time
you are getting in — unpaid internships only
suit a particular type of person, which makes
us ask: why does the sector look the way it is?
WHY DOES THE INDUSTRY
LOOK THE WAY IT IS?
For me, there is theatre, the industry, and
theatre as an art form.
Theatre is an art form where everything is
theatrical, so that exists for everyone because
we are existing, and for as long as we are alive,
it belongs to us, and that thing is ours.
Theatre as an industry is a space that we as
people from the Global Majority need to carve
space out for ourselves and then move with
purpose. It’s hard to say it’s for everyone when
you see how people can be played by the
industry. It’s about carving out the space you
want to exist in within the industry, it’s how
you make it yours and holding onto the thing
that you forged for yourself out of the sector.
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It’s also about finding your tribe of people
and creating your own microcosm to work
in a way that makes you feel comfortable and
safe from the wider industry.
I have no affiliation with the wider industry,
and I don’t want to be implicated with it.
I want to make work for people that the
work is with and for.
HOW DID THE BLACK TICKET
PROJECT START, AND WHY
IS IT SO IMPORTANT?
The Black Ticket Project started in 2017 and
is the outcome of many systemic problems in
the industry. It came from seeing Barber Shop
Chronicles at the National Theatre and looking
at the audience, and noticing that it wasn’t
diverse, for a show about the Black experience
of barbershops. I felt really annoyed by that.
I wondered ‘why my brother or dad is not here,
who sit in barbershops every other week as
Black men?’ So, I bought a bunch of tickets
and gave them to young Black men and told
them to go see the show — with no strings
attached. A couple years later, Nine Night
came to the same space, a play exploring
traditional Jamaican funerals, so I spoke to
The National Theatre again to say I’d like
to do it again but more collaboratively. This
led to a bunch of subsidised tickets and a
Crowdfunder that raised way more money
than expected.

When I set up the Black Ticket Project,
I was 23, and it’s mad that a 23-year-old had
to buy those tickets because an organisation
that is funded millions every year wasn’t doing
their job. The project has therefore become
necessary because of sectorial systemic issues.
However, as a 23-year-old, I shouldn’t have
felt compelled to solve the industry’s ills but
just be a young person. It’s been a fantastic
project; however, it’s very tiring to schedule
around other work.
WHAT DOES THE WORD
CHANGE-MAKER MEAN
TO YOU?
I never began trying to be a change-maker,
trailblazer or activist, and those aren’t titles
I give myself. But for me being one is moving
with intentionality towards the kind of space
you want to exist in. Whether that’s a space
surrounded by joy or one free to fail in. Being
a change-maker creates space for things to
happen due to a need, whether that is choosing
to work with particular artists because giving
them that resource will create space for
people to work. Or delivering workshops for
communities because it enables them to do
x, y, z. It’s not just the massive stuff but about
a scalable model that we can aim to achieve
day by day.

Since then, it’s been about building relationships
with venues that are working with Black young
people and has expanded to a monthly payment
scheme. So the project is a scheme that exists
because people say they want it and because
it’s useful, and as soon as it stops being useful,
I’ll stop doing it.

YOU HAVE WORKED WITH
NIKE, THE TATE, BBC
AND SAMSUNG. HOW DO
YOU FIND, CREATE AND
MAKE THE BEST FROM
OPPORTUNITIES?
People talk all the time; you don’t realise who
might know you or talk about you, but loads
of opportunities I’ve had are from other
people’s support.

The Black Ticket Project is less about why it’s
important because it shouldn’t take the onus
away from organisations. Sometimes people
can really romanticise projects like this, but it
shouldn’t have to exist in the first place.

When it comes to forging your career, it is
knowing where your spine is, as it is easy to
get sucked into the world of throwing away
your morals or integrity to work with a brand
or person that is exciting.

It can be especially tough if you’re responding
to a brief with less creative control. What
carries me is being comfortable with the work
that I do and the morals that it holds.
It’s also about putting yourself out there
through online platforms. For me, I’m a social
media baby, and I’m very much tapped into
socials. My advice is not to be afraid to drop
someone a message saying: ‘I really like
your work, it’s really cool’ because that could
end up in a working relationship. It’s not
about thinking those you speak to you need
to work with right now; otherwise, you’ve
failed in networking but building meaningful
relationships over a period of time that could
potentially result in working relationships.
WHAT ADVICE WOULD
YOU GIVE TO SOMEONE
CONSIDERING GETTING
INTO PRODUCING?
Start with your friends, don’t wait for something
to happen. Make what you want with the things
and resources around you. So many people
are producers, including anyone who has
organised a group holiday, a dinner or anything
where you have gathered a group of people
to do the same thing while working towards
a common goal. Everyone has those basic
skills, so just put them into practice. Start
small, gather your friends, work out what skills
people are strong at and then test it. This is
the best time in your life to try something new,
don’t worry about failing too much. Experiment
with everything and if it doesn’t work, take what
you want from it and then throw the rest away
until you find the thing you latch on to. See what
works for you and begin to forge your own
relationship with the art form(s) you’re interested
in and what kind of producer you want to be.
Also, apply to all the opportunities and mailing
lists so that opportunities come to you — so if
you stumble across your local venue, sign up,
so that information, classes and programmes
are emailed to you. It’s also a way to meet other
people that you might want to collaborate with.
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WHAT CAREER ADVICE
WOULD YOU GIVE TO
YOUR YOUNGER SELF?
Don’t put so much pressure on yourself;
you don’t need to know where you’re going
all the time. Hold onto the aspects of test and
play, learn from your failings without putting
the world’s pressure on you. We know things
through experiencing life more, so every day
is a learning experience.
HAVE YOU EVER
ENCOUNTERED IMPOSTER
SYNDROME OR ANXIETY
CAUSED BY WORKING
IN THEATRE?
I have massive imposter syndrome still. For me,
finding your tribe of people really helped in
terms of being surrounded by people that
I knew can hold me and I can trust. If I have an
issue, question or am frustrated by something,
I know I can pick up the phone and talk to
these people, and they’d know where I’m
coming from.
It’s also about reminding myself that I am the
expert of my lived experiences, and they add
something to the industry. Therefore, I should
have confidence in any space that I walk into.
Remind yourself all these people or
organisations are just people. Reminding
myself of that dynamic breaks downs
institutions for me.

WHAT ARE YOU READING?
At the moment I’m writing a book, so I’m reading
all the time. Currently its: Open Water by
Caleb Azumah Nelson.
WHAT’S SOUND-TRACKING
YOUR LIFE?
A song that keeps me going (which is actually
in my email signature, although I change that all
the time) is De La Soul — Stakes Is High
(prod. by J Dilla)
TELL US ABOUT
A SIGNIFICANT OR
INFLUENTIAL CREATIVE
EXPERIENCE IN YOUR LIFE?
It’s probably the first play I saw at Battersea Arts
Centre, Brand New Ancients by Kae Tempest,
a live mix of theatre, poetry and live music.

TOBI
KYEREMATENG
Tobi Kyeremateng FRSA is a
multi-award-winning producer
and writer from South London.
Working across film, theatre,
live public events and
community-centred
programmes, she has worked
with organisations such as
AFROPUNK, National Theatre,
No Signal, Royal Court,
Roundhouse, Samsung, Tate
Modern and more, and has
had her work featured on BBC,
NOWNESS, FACT Magazine,
180 The Strand and Complex.
She has written for publications
such as gal-dem, Howlround,
LOVE Magazine, and
The Independent, and has
contributed essays on Black
joy and Hip Hop and Theatre
published by Penguin and
Bloomsbury.
She is the founder of awardwinning initiative, Black Ticket
Project — a bridge organisation
creating cultural access points
for Black young people.

Doing things that make me happy is a way to
keep on top of any feelings that I might have.
So working with people or creating spaces,
seeing shows or supporting other people
are all things that reward and remind you.
Take time, be mindful of your boundaries and
your energy. If your gut says these energies
aren’t right, then go with that. Knowing your
boundaries and making other people aware
of that. Let other people help you and curate
the space you work best in.
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PITCHING
YOUR IDEA

01 Write down your skills,
interests or ambitions.
This could be in leadership, activism,
organisation, public speaking etc.
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02 Think of an idea for
a cultural project or
performance.
Describe your idea in full (no more than oneside of A4), this might include using your skills
or ambitions to deliver a particular aim. It might
help breaking it down into three paragraphs:
what the idea is, why it is important and how
you are going to achieve it.
03 Read your idea carefully,
try to summarise this into
one paragraph.
Remember to show your enthusiasm as this
goes a long way when trying to convince others
why your idea is important.
04 Try to distil your idea
into a one-sentence
punchy elevator pitch.
Making sure to keep it concise, exciting
and necessary.
05 Practice with a friend
or colleague.
Take it in turns to present your idea to them
as a potential partner/funder, give them time
to ask you questions about how you’re going
to achieve your aims and what is the benefit.
If you are listening, try not to criticise but
understand the details — let them speak first.
06 Discuss your project
with your partner to see
how each other’s skills,
interests or ambitions might
coincide with the delivery
of the project’s objective.
Take it in turns to go over each of your
proposals, understanding what you each
bring to the project — remember the only
person stopping you from pursuing this
idea is you.

If you can’t think of an idea, think about
a project that inspires you, this could a
performance, discounted ticketing scheme,
virtual reality experience or community
engagement activity.
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TOP TIPS FOR
PRODUCING
AND
LEADERSHIP

TOBI’S TOP TIPS
FOR PRODUCING
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— F
 ind the systems that work
best for you. Everyone does
everything differently.
— Remember that being a
producer is still a creative role.
— Start small, produce a thing
and then grow it out from there.
— Every Producer is different.
Some people love fundraising.
Some people don’t touch it.
Pursue what you like doing
and go for it.
SUNITA’S TOP TIPS
FOR PRODUCING
— M
 ake sure you feel confident in
the cornerstones — budgets,
contracts and planning.
— Find others who share a
creative language with you.
— If in doubt, don’t.
— The Arts must be seen as a
viable sector, so keep up to
date with the industry’s socioeconomic discussions and
trends.

ALI’S TOP TIPS
FOR PRODUCING
— F
 ind a way to keep organised and
stick to it. ‘To-Do’ lists work for me.
But I also write ‘Have Done’ lists
to remind myself of how much I’ve
managed to do when I’m feeling
anxious or a bit uncertain of my skills.
— Remember that you’re a human being,
and you will forget some things and
make some mistakes. The important
thing here is to acknowledge,
apologise and make amends to
move forward positively.
— Drink water!
— Remember that everything matters:
every email, every call, every meeting.
Producing is about developing and
nurturing relationships and requires
honest and clear communication.
See every conversation as an
opportunity to make other people
feel heard and respected.
It’s all important!
ALI’S TOP TIPS TO BEING
A GREAT LEADER
A great leader:
— D
 oesn’t overpromise.
— Is transparent about what is
possible and reasonable.
— Takes good care of their team.
— Keeps an eye across the whole
project.
— Understands that they are not
an expert in all fields.
— Knows when to ask for help.
— Believes in the project.
— Empowers the team to believe
in themselves and their value
in the project.
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PRODUCERS
PROFILE:  
ALI
WILSON
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HOW WOULD YOU DESCRIBE
THE WORK THAT YOU DO?
I’m an arts producer, working primarily in
theatre and community projects, helping ideas
grow and become a reality. I call it ‘Creative
Producing’ because I always find myself
contributing somehow creatively to the project.
As a creative producer, every day is totally
different, and I can never quite predict what
I’ll be up to. This means I’m always excited
about what is to come.
In a practical sense, I see a creative producer
as not just about making budgets and schedules
but also creatively contributing ideas in a holistic
approach — which then informs everything else.
An example of this is a show I’m working on
(which has now become a short film). Of course,
I’ll write the budgets and risk assessments,
but I also work with the artists and videographer
team about their ideas and help solve creative
problems. In a holistic sense, this type of work
suits me as someone who is also a theatremaker themselves and is a role I can merge
the artistic experiences I’ve had with my
organisational skills.
I’ve done work where I’ve not been involved
creatively, such as when I produced in Berlin,
but I hated it because of the barriers to
creative decision making. Perhaps it’s because
I’m neurodivergent and have ADHD. But, to me,
I understand the work better when I’m in the
room and seeing things in front of me. That
helps me understand what logistical framework
is needed and where I can support the show.
HOW DID YOU GET
INTO PRODUCING?
When I was 16, I saw a DV8 show which
I found so interesting because it turned stories
upside down for me as a sensory experience;
this is far more accessible than when I saw
Macbeth at The Globe. I then applied to
university to do a contemporary theatre-making
course, and after that, it was perhaps proving
to myself and everyone else that it was
something I could do.

As is often the case, I was producing before
I realised. I was the Choreographer of my
university dance team, which meant loads
of organising, logistical management, event
planning, etc. After I finished uni in 2016,
I joined Contact’s Young Producers Scheme.
I didn’t really know what producing was, but
I had just graduated and felt a bit lost. That
programme allowed me to stay close to artistic
activity whilst I worked out what to do next.
During that programme, I co-produced an
activism event that grew bigger than we were
expecting. I found a part of myself that really
connected to the holistic role of a producer;
leading, supporting, keeping an eye on all
different aspects of a project, finding solutions,
checking everyone, and everything is okay.
In 2018, I moved to Berlin and got a job
producing for a dance company. After,
I returned to Manchester, where Contact
Theatre hired me as the producer for a
community project in 2019. Around then,
I began applying to producing projects and
found that I ended up being offered small
bits of work by calling myself a ‘producer’.
Just before Christmas 2020, I sent off an
Arts Council funding application for the biggest
project I’ve produced yet, which (thankfully)
was accepted. I’m now producing a project
that spans commissioning, research and
policymaking, with a core team of six creatives.
There has been a steady growth in the projects
I have produced since 2017, and I’ve found
the confidence this time to set my goals a bit
higher. Throughout this process, I’ve been lucky
enough to learn from some of Manchester’s
most skilled and generous producers:
Roxy Moores at Contact in particular and
Ali Dunican from Quarantine, who both set
amazing examples.
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WHAT WAS DIFFERENT
ABOUT MAKING WORK
IN BERLIN COMPARED
TO THE UK?
Living in Berlin was different in loads of ways.
The annual budget for arts and culture in
The City of Berlin is more than Arts Council
England have all year. Therefore, there’s
a fundamental and governmental difference
between the importance of the arts and its
relation to health and well being.
However, there were two differences that I saw:
The first was community events programmed
in spaces. These were treated as important as
the show on that night. In the UK, I don’t think
we are attuned to the value of transformative
artistic projects and how they are gateways
for people to watch the show.
The second was open access rehearsals to
shows that were almost done, which would
act as a feedback process for artists. This
showed massive trust in the audiences and
how community action can be applied to
a more flexible approach to making theatre.
If you’re a UK student interested in European
theatre and get a chance to learn about
devising, go for it! In general, European or
devised work is different to the typical way we
work. It starts not knowing where the project
is going and results in a performance that has
been co-created together.
HOW DO YOU WORK WITH
COMMUNITIES TO DEVELOP
YOUR WORK, AND WHY IS
THIS WORK IMPORTANT?
When beginning any community project,
it’s about planting seeds and growing
relationships. Nothing can happen if you don’t
do that. Planting seeds might start with people
you know, and then by the point that you’ve
widened the circle five times, you’ve somehow
found the support you need for your idea.
It’s about very genuinely talking to people as
directly as you can to set the seed and talking
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to venues or larger organisations and those
that have the money or power to assist you
to do the work.
What is really rad is when a project is
co-designed with community members, and you
can use your producer skills to facilitate their
ideas. Leading projects in these ways are about
being transparent with what is possible and
generous with your knowledge. I am always
inspired by the passion and energy that
comes from community co-creators in these
projects — they always have the best ideas.
And they contribute with genuine love and
interest. It’s really humanising and reminds
me why we all need human connection.
WHAT IS EVERY BRAIN?
HOW DID IT START, AND
WHY IS IT IMPORTANT?
Every Brain is a project designed to improve
the experience of community members who
are neurodivergent (includes those who live
with Dyslexia, Autism, ADHD, Dyspraxia and
other neurological conditions).
Diversity is essential for the world to keep on
turning. In the same way that venues need to
build physical access for mobility, they also
need to create accessibility for people that
are neurodivergent and think, react or behave
differently, and it’s to their benefit. It came about
as someone who has ADHD when I was writing
application after application because, as a
freelancer, that takes up a massive amount
of what we do. I was having a hard time, and
although I am quite early in my career, I was
fortunate to have a large network of support.
So I felt my voice was heard when I say this
isn’t right and that there is a growing journey
about how we can make our industry better.
Every Brain came out from the misconception
that all autism appears the same, which is
diabolical, and I don’t assume that I understand
all spectrums of neurodivergence but I thought
I could create a guide which gives venues and
organisations a clear list of adjustments for
neurodivergent people.

The magic, however, is that once organisations
have taken up on Every Brain guidance, they
are supporting a better world for everyone,
not just for someone who is neurodiverse.
This current Every Brain project involves a
team of neurodivergent artists who consult with
community members on how this guide can be
best affected and what they need. Hopefully,
in the future, it can be part of a broader range
of activity-driven by and for people that
are neurodivergent, and that venues and
organisations feel the benefit of being allies
and champions of supporting people to work
the way that is best for them. It’s frustrating
that it has to be led by a freelancer, with much
of the producing work done on unpaid labour,
but certainly, venues are waking up and
developing this conversation.

Secondly, I really encourage you to get help
where you can. Counselling is available on the
NHS, or you can go privately too. I recently
started going to counselling, and I can really
feel the benefit. I can recognise when my
anxiety pushes me to do more work than is
necessary or when imposter syndrome is
limiting me in making some big decisions.
If counselling isn’t for you right now,
mindfulness is also a game-changer. When
you’re feeling anxious, doing something that
pulls you back to the present can help ease
some of your worries, and this is what
mindfulness can teach you.

WHAT IS YOUR
RELATIONSHIP WITH THE
WORD CHANGE-MAKER?
Initially, imposter syndrome tells me nothing
here or who I am is aligned with that. But
I think tentatively that a good example of what
I’m driven by, working together as community
members to make change happen. I guess
a change-maker is something that I want to
be. There is a constant hustle to feel valid
in calling yourself that that I struggle with,
but being one is definitely an ideal.

WHAT CAREER ADVICE
WOULD YOU GIVE TO
YOUR YOUNGER SELF?
Ask for help when I need it. Keep all your
receipts. Be strict about time off!

LOTS OF PEOPLE
ENCOUNTER ANXIETY AND
IMPOSTER SYNDROME,
DO YOU HAVE ANY ADVICE?
Yes. I’ve recently learned that anxiety and
imposter syndrome are two things I have been
managing for a long time. I imagine them each
sitting on one of my shoulders like a parrot.
Sometimes this is caused by me forgetting
that the people with all of the power in the
arts are, in fact, just people, and I am also
a person who can make great things happen.
Other times it happens when I get caught
up comparing my career to somebody else’s,
which isn’t necessary or helpful!

Thirdly, talk to someone you can confide in
and tell them how you’re feeling. Our worries
shrink when we share them out.

WHAT ADVICE WOULD
YOU GIVE TO SOMEONE
CONSIDERING GETTING
INTO PRODUCING?
I think it’s really valid to try producing and then
walk away if it isn’t for you. It’s not a role that
suits everyone, and there is only strength in
trying something and realising it’s not for you.
If you’re really into it, then I recommend
seeing and getting involved with as many arts
and cultural projects and shows as possible,
and then drop the production team/company
an email and ask them if they have any time
to chat about it. Ask them, how did you
make *this thing* happen? Were there any
unforeseen challenges? What would you
have done better if you could have?
As producers, we all really benefit from
some reflection time, so hopefully, you’ll get
lots of fascinating insight from these kinds
of conversations.

Firstly, know that you aren’t alone.
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WHAT ARE YOU READING?
Performing Care by Amanda Stuart Fisher
and James Thompson and The Goldfinch
by Donna Tartt.

ALI WILSON
Ali Wilson is a Creative
Producer based in Manchester.
Her work focuses on theatre
and community projects.

WHAT’S SOUND-TRACKING
YOUR LIFE?
I love the Bridgerton soundtrack, classical
playlists and Lucius albums.

She is currently the lead
Producer of Every Brain:
A guide for theatres and
cultural organisations
supporting neurodiversity
and has recently produced for
Roma Havers, Toni-Dee Paul
and Contact Theatre.

TELL US ABOUT
A SIGNIFICANT OR
INFLUENTIAL CREATIVE
EXPERIENCE IN YOUR LIFE?
I saw Los Microfonos (2015) and Grand
Applause (2017) by Jorge Dutor and Guillem
Mont de Palol at Flare Festival. Both those
pieces use space and scale in really different
ways. With Los Microfonos, I realised how
much material could be created through the
human body and voice. With Grand Applause,
I saw a community chorus on a big stage for
the first time and was really taken by the energy
of that part of the show. I recently watched
Portrait of a Lady on Fire (film), and I am still
dreaming about the setting’s beautiful backdrop.
It’s made me consider where else I might be
able to position projects if they don’t need to be
in a theatre and the beauty of our natural world!

PHOTO: ALEX BRENNER

She is a Trustee of Contact
and a member of Manchester
International Festival’s Young
People’s Forum.
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Let’s delve deeper into
developing your creative
project(s).

OU T E R C I R C L E

As you’ve heard throughout this guide this is the
best time to play and experiment with new ideas
and you don’t need to be connected with major
institutions or have extensive networks in the
industry to start. A great idea comes from
people just like you.

FINDING
SUPPORT

In the middle circle write down people you think
might be interested in hearing about the idea
you created in the exercise about pitching an
idea (this might be people who hold similar
interests or have a particular skill you think
would be valuable to the project).
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I NN

ER CI RCLE

In the outer circle write down who you don’t
know personally that might be interested in
hearing your ideas (this could be asking your
local community centre for free space, someone
you know of who is an amazing artist that could
help you with design, or a local business, charity
or a person that might be interested in
providing financial support).

Once you’ve done this, look back at the people in your inner circle. Does anyone
in your inner circle have connections with the people in your outer circle or people
they know of that would help you achieve a similar aim. Could they introduce you?
You’ll be surprised how small the world is.
It all starts with a conversation and I encourage you (whether it’s this creative project
or another) to share them with other people. If you can imagine it it must be possible
and there is nothing more powerful than your creativity.
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You have been asked
to produce a show at
The Old Vic and can
choose your creative
dream team, who will
this include?
Choose a show you’ve watched at The Old Vic
or choose a play or musical that you would
like to produce, think about who you need to
create the show and then put together your
Creative Team.

CREATIVE TEAM:
Director
Assistant Director
Movement Director

Choreographer

CREATIVE
TEAM

Composer
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Set Designer
Costume Designer
Lighting Designer
Sound Designer
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RESEARCH
AND COSTING

Try this research and
costing exercise.
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You are producing a fringe show that requires three performers and a stage
management team of two. The stage manager (SM) or deputy stage manager
(DSM) must have a driving licence, be able to drive a long-wheel based van and
build a small set. You will need the SM to work the equivalent of two weeks before
rehearsals begin and the DSM to work the equivalent of one week. You have a two
week rehearsal period and two tech days (Tuesday & Wednesday) in the theatre,
with the dress on Thursday afternoon and previews Thursday and Friday evening.
There is are matinee and evening performance on the Saturday. The following
week there are five evening performances and two matinees Tuesday to Saturday,
with the get out on Saturday night after the final performance. A stand-up comedy
act is booked to play on your set on the Monday evening.
— R
 esearch the cost of hiring a rehearsal space for two weeks, you need
access 9am to 7pm. The playing space for the show is 7mx8m and the
set is five metres high and needs a clearance of 2.5 metres above it.
The rehearsal space needs a speaker system. (You should research
as many spaces as possible and create a database of rehearsal spaces,
update this regularly as prices can change annually, new spaces open
and sadly some spaces become unavailable or close)
— Y
 ou also need to work out the cost of the SM and DSM. Use the UK
Theatres BECTU, SOLT or ITC rates of pay to calculate their wages.
(Rates are usually updated annually)
— T
 he Director has asked you recommend some actors; the show requires
one actor musician, one actor dancer and one actor with acrobatic skills —
all three actors should be strong singers. (If you’re unsure where to
start think about actors you’ve watched in the theatre or on television,
you can google them to find who is their agent and look at their CV
on the agency website)
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PRODUCERS
PROFILE:
SUNITA
PANDYA
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HOW WOULD YOU DESCRIBE
THE WORK THAT YOU DO?
I see my work as a facilitator of an artistic
vision — ensuring the product is delivered on
time and that due diligence or risk mitigation
has been considered. I have always said my job
is to keep whatever company or organisation
I work for OUT of the Evening Standard and
avoid negative news stories!
HOW DID YOU GET
INTO PRODUCING?
I actually wanted to either be a forensic scientist
or a teacher. The most drama I did growing up
was going to the panto every year. I started
double bass when I was seven years old (as I
was always very tall) and then I went to music
school every Saturday for 10 years. I did a
couple plays at primary or secondary school,
but I never thought I wanted to be an actor,
director or thought I would end up in the arts.
I don’t come from an arts background.
My Dad was a travel agent, and before my mum
emigrated here from Malta, my Mum worked
in a bank. We’d go to see a West End musical
through the church, but that was it until A-levels.
When I was choosing, I really wanted to take
Drama and History, but I also wanted to be
a forensic scientist. Then I realised it wasn’t
about biology but chemistry (I did not like
Chemistry!), so from there, I gave up on the
sciences and went into the humanities.
I then read Modern History at university but
continued to do a lot of drama on the side.
So my background really wasn’t about wanting
to work in the arts but I happened across it.
I then went to drama school and trained as a
theatre director. Still, after my post-grad drama
school training, I realised not everyone will like
my work. There would always be someone
there to criticise your work (even if you put
your heart and soul into it) and realised I didn’t
have thick enough skin for it. I realised I wanted
a life, a career, a house, a car, to buy things
and realised my skills set was actually on the
admin side. So I worked as an Assistant to the
Executive Director and Associates at the
National Theatre.

After that, I worked as a producer at Battersea
Arts Centre, project manager at Sadler’s Well,
Executive Director at Wildworks. I then moved
to Southbank Centre, where I started as
producer and left after reaching the Exec as
Director of Artistic Partnerships, Planning and
Producing. After 7.5 years at Southbank Centre,
I felt it was time to move on, and I am currently
forging a freelance career in Arts and Cultural
consultancy.
So none of it was a straight line — some of
it comes down to serendipity and allowing
yourself to be surprised. In many industries,
it’s more about how you are as a person and
how you communicate with others and solve
problems.
My advice would be, unless you want to only
ever do the programming work, be prepared
to be surprised. You see loads of people in the
creative industries moving between theatre,
film and TV (James Graham is a perfect
example). When I got the role at Sadler’s Wells,
I remember in my interview talking a lot about
Japanese Kabuki theatre — I didn’t know much
about contemporary dance per se. It’s all about
transferable skills. I’d pulled pints in a bar
but also replied to the complaint letters in my
dad’s travel agency firm, where you learn a lot
about customer interaction or key stakeholder
relationships, and all of that feeds into lots of
other things. So don’t limit yourself to thinking
there is only one area of work because there is
a whole spectrum. Allow yourself to be brave.
WHAT IS THE RANGE AND
DIVERSITY OF YOUR SKILLS?
I’m currently working with Festival 2022 and
the National Academy of Social Prescribing.
What I’m finding with that isn’t about the
artistic output but where I can help with the
artistic vision’s facilitation. For me, that is about
project management, budgets, contracts,
scheduling, good governance, due diligence,
and individual management.
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I guess it doesn’t matter if you’re working
in a building, with a company or individually;
all those experiences are one’s skills you deploy
at different times. So I think the intersection
comes with a bit of self-awareness of knowing
the bit you want to do. Think also about
what you mind not doing; that seems like
a backwards approach, but sometimes it’s
easier to know what you don’t want to do.
WHAT TRANSFERABLE
SKILLS ARE MOST
IMPORTANT?
I often call myself a generalist. I don’t believe
in the phrase ‘Creative Producer’ because
we’re all creative. But because we inherently
believe culture can change and provide lifeaffirming experiences, the way we solve things
is resourcefully creative.
I believe it comes down to how people come
across as humans and whether you’re able to
communicate and empathise with each other.
Of course, you’ve got to have some
understanding of money, understand the basics
of a contract and manage a diary/schedule.
Still you learn things as they happen, and now
you can look up most things on Google, Acast
or watch a YouTube video.
When I talk to young people about their
skills, they often say, ‘Well, I don’t have that
experience’, skill and experience are different.
You have skills that are hugely transferable.
Your experience might be slightly more nuanced,
but it’s the skills that you had in that experience
that are transferable. I think if more people see
themselves as an asset with core skills that
are transferable and you can articulate that
transferability, then actually you’ve got loads
of jobs on offer.
WHY ARE ART AND
CULTURE IMPORTANT?
Art and culture have the power to make a 360degree human being. But buying a ticket and
getting over a physical threshold to go and
sit in a theatre is a massive step for many in
society who wouldn’t normally do that.
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People are much more likely to go to the
cinema, meet in a park for a picnic and meet
friends for a game of football. I think what we
have to think about is how can we inspire,
engage and embed the fact that culture
has the potential to change people’s lives.
And I think this is where there’s a really
interesting conversation around arts and
health, one of the most progressive and live
conversations of the moment. On one end,
we have the experience of going to a gig,
and on the other side, we might have an
artistic or cultural experience that stays with
you, and it resonates, that might change how
you look at things and your decision-making
process. It might change you as a human
and how you perceive the world, and how
you live. That’s the bit we need to be better
at measuring because if we can articulate
that argument and evidence the impact on
people’s lives, then art and culture will be
seen as just as necessary as the NHS.

I once had a coaching session where the
most significant takeaway was:
‘Why don’t we start from the position that
everyone’s doing the best they can do. How
can I make them the most successful version
of themselves?’
Sometimes it’s not straightforward, but what
I think I’ve realised is that it’s about standing
alongside somebody instead of trying to drag
them along in the way you’re doing things.
I definitely used to drag. I’d be like, ‘Come on,
look, you could do it like this. I could do it for
you’ And then at some point you go, I’m not
going to do it for them because that’s not cool.

We shouldn’t create this division between
high and low culture. Cultural experiences are
cultural experiences. It’s about appreciating
the different levels of access and the different
levels of impact that the arts have and
knowing that they’re all valid and vital.

That’s not empowering them. How can I
help them? At times that might seem like
the antithesis to what you want to say. Still,
it’s quite amazing when your manager says,
‘What can I do better? What do you need
from me? how can I help you?’ and a lot
of the time, they’ll say, ‘It’s nothing specific,
but it’s just been nice to talk about it’, and
then you let them know that you’re beside
them through it. You actually open up a
space for having difficult, brave, honest
conversations.

WHAT DOES IT MEAN
TO HAVE EMPATHY FOR
OTHERS, AND WHAT ANY
BEST PRACTICES FOR
DOING SO?
I believe we are all taught sympathy, which is
very different. Sympathy is the idea of saying
‘I’m sorry for your loss’ or having a sadness
for which you’re sorry.

I think we need to be better at that. It’s about
leaders and good managers. You can be
brilliant at your job, but a terrible manager.
You can be a brilliant leader and a terrible
manager. But people who like people tend
to be the ones who bring people along with
them. So yes, empathy takes time and space
and willingness. But it can really foster quite
amazing working relationships.

Empathy is standing alongside someone and
going, ‘I’m sorry you’re struggling’, and not
trying to find a solution. Not going, ‘I see
you’re struggling, let me tell you how you can
get better’. Empathy instead asks, ‘how can
I help?’. To be empathetic as a manager is to
just stop; it’s not about the product but the
person and asking how they’re doing.

HOW DO WE NURTURE
OUR NETWORKS?
The term networking always made me feel
a bit dirty. I hated it, and then somebody said
to me, ‘you do know that’s a cup of tea. It’s
being a bit brave on a press night or striking
up small talk in the queue at a conference’.
And I was like, ‘Ahh, alright.’

When we usually think about networking,
we think outwardly. I always say, ‘look to your
left and right’, when you look at your network,
look laterally. Nurturing your network is never
about size but about having good quality
relationships. Imagine a massive spider-gram
on the wall behind you. With two people’s
names in the centre, go from there. I bet you
the links would start happening. It’s also about
keeping the ‘circle of teas going’ that when
someone asks you for a cup of tea that you
say yes because we’ve got to help the next
generation nurture their networks too.
WHAT IS THE BIGGEST
TAKEAWAY FROM A
CHALLENGE YOU’VE
FACED?
I always think rather than saying the word
overcome, it’s about how you went through it.
You can’t dodge it; you’ve got to be with it
and in it to come out the other side.
And whatever challenges you’ll face, it will
always involve your people and your team,
and I think that’s something that I’ve learned
in the last year. Your greatest assets are your
people, so you really have to nurture them.
WHERE DO YOU THINK
THE FUTURE OF THEATRE
IS GOING?
I think the sector has two significant roles:
The first with audiences. We need to think
about who our bread-and-butter audiences
were and how COVID has put our audience
development and diversity back. Because
those communities are those that have been
and will feel the effects of the pandemic
the hardest.
The second is health. There have been
amazing projects like the English National
Opera’s breath project, helping people with
long COVID. But Arts & Health have been
working together for at least the last 50 years
and we haven’t articulated it well enough.
It’s becoming much more important.
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I think the sector needs to push its relevancy
for society. We need to move away from
‘Oh, it’s just a brilliant night out’.

WHAT ARE YOU READING?
I am currently reading The Thursday
Murder Club.

WHAT CAREER ADVICE
WOULD YOU GIVE TO
YOUR YOUNGER SELF?

WHAT’S SOUND-TRACKING
YOUR LIFE?
There isn’t one soundtrack I could put my
finger on but Rizzle Kicks always seems
to go down well.

— W
 orry less about what people will
think of you and where your career
path takes you.
— Know you don’t have to sacrifice
everything to achieve.
— Don’t burn out — you’ve got about
60 years worth working in the UK,
so pace yourself and look around you,
look to your left and right. Breathe.
WHAT ADVICE WOULD
YOU GIVE TO SOMEONE
CONSIDERING GETTING
INTO PRODUCING?
Don’t be fooled by the term ‘producing’ —
we ultimately are administrators — we just
happen to administrate fascinating and
inspiring projects. Know you may never have
the title producer — I only had it for three
years and six months in a 16 year career.
Once you demystify titles etc., things get
really interesting as you can lend yourself
to so many roles, tasks, jobs in so many
organisations and venues. Work in art forms
you don’t know and say ‘yes’ to roles that
scare you a bit.

TELL US ABOUT
A SIGNIFICANT OR
INFLUENTIAL CREATIVE
EXPERIENCE IN YOUR LIFE?
Yellowman at The Hampstead Theatre about
20 years ago changed my life; it was one of the
most affecting pieces of work I was lucky
enough to see.

SUNITA PANDYA
Having read History at the
University of Bristol, Sunita
set up her own production
company which produced work
regularly with Bristol Old Vic,
in Edinburgh and across the
Southwest for six years. After
University, Sunita worked at the
Orange Tree Theatre ahead
of attending Drama School
London to study Theatre and
TV Directing. Having graduated
from DSL, Sunita joined the
National Theatre as Assistant
to the Executive Director and
Associates, following the
National Theatre, Sunita moved
to Battersea Arts Centre as
Producer, and Sadler’s Wells
as Project Manager, before
moving to WildWorks as
Executive Director.
In 2012 Sunita joined
Southbank Centre — initially
as a Producer — and recently
left having completed 7.5years
ultimately moving into the
Executive role of Director of
Artistic Planning, Partnerships
and Administration.
Sunita has now moved into
Executive Consultancy for Arts
and Culture working with clients
such as the National Academy
for Social Prescribing, Festival
UK 2022, and the National
Theatre.
Currently Sunita is Chair of
Tara Theatre, Deputy Chair
for Battersea Arts Centre
and lectures on the MA in
Creative Producing course
at the Royal Central School
of Speech and Drama.
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BUDGETING
EXERCISE

You are producing a
community production
exploring the theme of
dating, for a company
of 12 performers aged
20 to 50 years.
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The show is in 18 months and there will
be a two week rehearsal period with three
evening and two matinee performances over
three days. The show needs to be 50 to
80 minutes. There is no interval. You have a
budget of £25,000. Work out what you need,
how much it will cost and allocate costs to
the relevant line in the template budget. You
may not need to pay for all the things listed
(eg can the theatre that has commissioned
you provide the rehearsal space for free?),
or there may be people or things missing
(eg do you need an Assistant Director?)

BUDGET:
Production

Forecast

Actual

Variance

Note

Creative Team Total
Director Fee
Writer
Set Designer
Costume Designer
Lighting Designer
Sound Designer

Production Staff Total
Stage Manager
Deputy Stage Manager
Crew

Production Costs Total
Rehearsal Space
Set
Props
Costume
Transport
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Forecast

Actual

Variance

Note

Front of House Total
Front of House Manager
Ushers

Travel Total
Accomodation Total

Access Total

Contigency Total

TOTAL

EXAMPLE BUDGETS
Follow these links for examples of different
budgets and different elements to consider,
when creating a budget, depending on the
type of show you are producing — small/
fringe, medium or large scale or
a touring show:
EDINBURGH FESTIVAL
FRINGE
edfringe.com/take-part/putting-ona-show/budgeting-and-finance

PHOTO: RICHARD LAKOS

BLACK THEATRE LIVE
blacktheatrelive.co.uk/research/
downloads/tour-budget
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FURTHER
READING,
WATCHING
& LISTENING

If you want to find
out more about
producing check
out the following
recommendations.
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This is not an exhaustive
list, there are so many other
writings and resources on
theatre and producing.
Please do remember what
works for one person may not
work for you, it’s important
you find your own path.
Keep experimenting and
playing with your learning
to understand how it fits into
your work as this will change
and evolve over time as your
practice does.

THINGS TO READ
Arts Council England’s
Lets Create Strategy
artscouncil.org.uk/
letscreate
Balancing Acts: Behind
the Scenes at London’s
National Theatre
by Nicholas Hytner
The Art of the Turnaround:
Creating and Maintaining
Healthy Arts Organizations
by Michael Kaiser

The Arts Dividend
Revisited: Why Investment
in Culture Pays
by Darren Henley

The Stage Podcast

The Crafty Art of
Playmaking
by Alan Ayckbourne

Going behind the scenes to
talk to writers, directors and
producers to hear about their
experiences working in theatre.

The Producers:
Alchemists of
The Impossible by
Commissioned
by ACE & The Jerwood
Foundation

OTM Podcast

Open Book Theater
Management: Ethical
Theater Production
by Rafe Beckley

vimeo.com/340400303

So You Want to be
a Theatre Producer
by James Seabright
Talking Theatre
by Richard Eyre

idontloveyouanymore.org/
podcast

THINGS TO WATCH
Standing in the
Rain: Slung Low
& The Holbeck

Programme Notes
by Commissioned
by Live Art Development
Agency

Raised and Lit

A podcast about theatre art
and the people who make it.

How to Produce
a West End Show
by Julius Green

Pioneering Minds
Worldwide: On the
Entrepreneurial Principles
of the Cultural and
Creative Industries
by Geip Hagoort,
Aukje Thomassen &
Rene Kooyman

thestage.co.uk/the-stagepodcast

oxfordshiretheatremakers.
com/podcast

A podcast about creatives,
theatre makers and venues
A short documentary that looks in Oxfordshire.
at what happens when Slung
Low, a theatre company takes Growing up
over the oldest working men’s with Galdem
club in the North of England.
gal-dem.com/growing-upwith-gal-dem-podcast
THINGS TO
LISTEN TO
Platforming the creative work
of women and non-binary
In House
people of colour, responding
to old diary entries, notes or
stagedoorapp.com/
text messages, nurturing the
in-house-podcast
important discussions about
growing up.
A podcast, by Stage Door, that
celebrates the breadth of talent
and creativity in London. Each
week we feature London’s
most innovative theatres, big
and small, from powerhouses
like the National Theatre to
engine rooms of creativity
like the New Diorama.

Website links correct at time of publication
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ACE
Arts Council England.

GLOSSARY
OF TERMS

ADVANCE
An amount of money taken
upfront, before something
is made.
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AMORTISATION
The weekly division of the
total production costs in
order to break even.
ANGEL
A commercial investor.
BECTU
Broadcasting, Entertainment,
Communications and Theatre
Union. The union represents
people who work in the
entertainment industry in
non-performing roles by
campaigning for worker rights,
negotiating standardised rates
of pay and supporting workers
when things go wrong at work.
BO
Box Office.
CAPITALISATION
Amount needed to raise in
order to stage the production.
CO-PRODUCTION
Any production involving
more than one producer
or production company.

COMMISSIONING
FEE
Amount paid to a playwright or
company prior to production.

GUARANTEE
Amount guaranteed by
the venue to the producer,
before the box office sales.

PAPERING
Used by Marketing as a way
to fill the house (auditorium),
usually early in a run.

SPLIT
A percentage of money taken
at the Box Office split between
the venue and producer(s).

COMP
Short for complimentary
(i.e., a free ticket).

HMRC
Her Majesty Revenue and
Customs.

SUBSIDISED
A theatre that is assisted
by funding from grants and
donations on a not-for-profit
basis.

CONTINGENCY
Small percentage added to
allow for unexpected spend.

HOUSE SEATS
Seats not sold and reserved
for members of the venue
staff, special guests of the
theatre or, more commonly,
last minute ticket sales.

PER DIEMS
Payment towards out-ofpocket expenses when
working away from home,
such as accommodation,
travel or food.

CONTRA
A charge (amount of money)
from the theatre deducted
from the box office allocated
for the use of technical,
marketing or printing.
DEAL MEMO
Summary of terms served
before a contract.

ITC
The Independent Theatre
Council represents and
supports independent theatre
companies and producers
offering training, legal advice
and advocacy for their
members.

FCA
Financial Conduct Authority.

KPI
Key Performance Indicator.

FIRST CALL
The amount of money taken
from the box office by either
the venue or producer before
a split.

NET
Amount of money remaining
after deductions.
NI
National Insurance.

GROSS
Amount of money before any
deductions including VAT,
royalty fees and commissions.

NON-PROFIT
The opposite of a commercial
producer, usually operating
for the pursuit of an artistically
motivated mission.

PROFIT SHARE
No one receives a salary but
a percentage of the profit
equally shared.

VAT
Value Added Tax,
currently 20%.

PRS
The Performing Rights Society
used to pay music royalties.
RECOUPMENT
When the initial costs of the
production are covered by
the box office costs.
ROYALTIES
Remuneration for copyrighted
material, usually as a fixed sum.
SETTLEMENT
Summary of Box Office and
contra costs.
SOLT
The Society of London Theatre
represent West End and
grant-aided theatres
championing them, conducting
research and providing legal
advice to its members.
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Interested in
taking your
producing
further?
Whether it’s training, open
submissions, competitions or
online resources, we’ve got
you covered. The following
opportunities are completely
free. This is not an exhaustive
list but a good place to start.
Talk to your local theatre to
see what opportunities they
offer for writers.

PRODUCING
NETWORKS

SCHEMES &
INTERSHIPS

The Old Vic,
London —
The Old Vic 12

BAMworks

Artistic Directors
of The Future

oldvictheatre.com/join-in/
for-creatives/the-old-vic-12

adofthefuture.com

The Old Vic 12 aims to
nurture and develop the
next generation of theatre
practitioners through offering
access and insights into
theatre-making, mentoring
from industry experts, delivering
masterclasses to other
emerging artists, and
collaborating with each other
to create brand new work.
Each year the project works
with three directors and offers
the opportunity to develop a
new play over the course of
the project with support from
the theatre.

facebook.com/groups/
188675321593161
Producer
Gatherings
producergathering.com/
?fbclid=IwAR1IMnHeV9x
E48aw38lloj0-41jMMH6e
G_A4TxvOxaM8mV4lFsxE
CxOsW1U
Producers Pool
facebook.com/
ProducersPool

NEXT
STEPS

Theatre Craft

46

CLORE
cloreleadership.org/
programmes
A leadership programme
for people in the arts.
Edinburgh
Fringe —
Emerging
Producers
edfringe.com/uploads/
docs/arts/Emerging%20
Producers%202016.pdf

www.theatrecraft.org

Stage One

UK Theatre,
Producers

stageone.uk.com

facebook.com/groups/
uktheatreproducers

Website links correct at time of publication

47

Fictional (and very simple)
rehearsal schedule for a
two hour show, with a cast
of five people, in a mid-scale
theatre for a six week run.

APPENDIX
REHEARSAL
SCHEDULE

Months before rehearsals begin Production
meetings and a White Card meeting will need
to be scheduled with the Director, Designers,
Production Manager and Stage Management.

48

Monday 02 August 2021
Start

End

Schedule

Called

Location

10.00

10.30

Meet and Greet

Full Company

Upstairs Bar

10.30

11.00

Induction

Full Company

Upstairs Bar

11.00

13.00

Read through

Full Company

Studio

13.00

14.00

Lunch

—

—

14.00

15.45

Warm Up and Choreography

Full Company

Studio

16.15

18.00

Vocal warm up and songs

Full Company

Studio

Tuesday 03 August 2021
Start

End

Schedule

Called

Location

10.00

10.30

Warm Up

Full Company

Studio

10.30

11.20

Scene XX to XX

Full Company

Studio

11.40

13.00

Scene XX to XX

Full Company

Studio

13.00

14.00

Lunch (Production Meeting)

—

—

14.00

15.45

Scene XX to XX

Full Company

Studio

16.15

18.00

Scene XX to XX

Full Company

Studio

Wednesday 04 August 2021
Start

End

Schedule

Called

Location

10.00

10.30

Warm Up

Full Company

Studio

10.30

11.20

Scene XX to XX

Full Company

Studio

11.40

13.00

Scene XX to XX

Full Company

Studio

13.00

14.00

Lunch

—

—

14.00

15.45

Scene XX to XX

Full Company

Studio

Costume Fitting

Full Company

Wardrobe

Scene XX to XX

Full Company

Studio

Costume Fitting

Full Company

Wardrobe

16.15

18.00
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Thursday 05 August 2021

Monday 09 August 2021

Start

End

Schedule

Called

Location

Start

End

Schedule

Called

Location

10.00

10.30

Warm Up

Full Company

Studio

10.00

10.30

Warm Up

Full Company

Studio

10.30

11.20

Choreography

Full Company

Studio

10.30

11.20

Scene XX to XX

Full Company

Studio

11.40

13.00

Scene XX to XX

XX and XX

Studio

11.40

13.00

Scene XX to XX

Full Company

Studio

Fight Call

XX, XX and XX

Studio 2

13.00

14.00

Lunch (Production meeting)

—

—

14.00

15.45

Scene XX to XX

Full Company

Studio

Costume Fitting

Full Company

Dressing Room

Scene XX to XX

Full Company

Studio

Costume Fitting

Full Company

Dressing Room

13.00

14.00

Lunch

—

—

14.00

15.45

Scene XX to XX

Full Company

Studio

16.15

18.00

Vocal warm up and songs

Full Company

Studio

16.15

18.00

Friday 06 August 2021
Start

End

Schedule

Called

Location

Tuesday 10 August 2021

10.00

10.30

Warm Up

Full Company

Studio

Start

End

Schedule

Called

Location

10.30

11.30

Run XX

Full Company

Studio

10.00

10.30

Warm Up

Full Company

Studio

11.50

13.00

Notes and scenes as required

Full Company

Studio

10.30

11.20

Scene XX to XX

Full Company

Studio

13.00

14.00

Lunch (Production meeting)

—

—

11.40

13.00

Scene XX to XX

Full Company

Studio

14.00

15.45

Run XX

Full Company

Studio

13.00

14.00

Lunch

—

—

16.15

18.00

Notes and scenes as required

Full Company

Studio

14.00

15.45

Scene XX to XX

Full Company

Studio

16.15

18.00

Scene XX to XX

Full Company

Studio

Saturday 07 August 2021 and Sunday 08 August 2021
Start

End

Schedule

Called

Location

Wednesday 11 August 2021

—

—

Days off

—

—

Start

End

Schedule

Called

Location

10.00

10.30

Warm Up

Full Company

Studio

10.30

11.20

Scene XX to XX

Full Company

Studio

11.40

13.00

Scene XX to XX

XX and XX

Studio

13.00

14.00

Lunch

—

—

14.00

15.45

Run XX

Full Company

Studio

16.15

18.00

Notes and scenes as required

Full Company

Studio
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Thursday 12 August 2021

Tuesday 17 August 2021

Start

End

Schedule

Called

Location

Start

End

Schedule

Called

Location

10.00

10.30

Warm Up

Full Company

Studio

10.00

10.30

Warm Up

Full Company

Studio

10.30

11.20

Choreography

Full Company

Studio

10.30

11.00

Into Costume

Full Company

Dressing Room

11.40

13.00

Vocal warm up and songs

XX and XX

Studio

11.00

13.00

Movement and Fight Scenes

Full Company

Studio

13.00

14.00

Lunch

—

—

13.00

14.00

Lunch

—

—

14.00

18.00

Full Run, followed by notes

Full Company

Studio

14.00

18.00

Full run, followed by notes

Full Company

Studio

Friday 13 August 2021

Wednesday 18 August 2021

Start

End

Schedule

Called

Location

Start

End

Schedule

Called

Location

10.00

10.30

Warm Up

Full Company

Studio

14.00

14.30

Into Costume

Full Company

—

10.30

12.30

Full Run

Full Company

Studio

14.30

14.45

Induction

Full Company

Main Stage

12.30

14.00

Lunch (Production Meeting)

—

—

15.00

18.00

Technical Rehearsal

Full Company

Main Stage

14.00

18.00

Full Run, followed by notes

Full Company

Studio

18.00

19.30

Dinner

—

—

19.30

21.45

Technical Rehearsal

Full Company

Main Stage

Saturday 14 August 2021 and Sunday 15 August 2021
Start

End

Schedule

Called

Location

Thursday 19 August 2021

—

—

Days off

—

—

Start

End

Schedule

Called

Location

09.30

10.00

Into Costume

Full Company

Main Stage

10.00

13.00

Technical Rehearsal

Full Company

Main Stage

Monday 16 August 2021
Start

End

Schedule

Called

Location

13.00

14.30

Lunch

—

—

—

—

Day off

—

—

14.30

17.00

Technical Rehearsal

Full Company

Main Stage

17.00

18.00

Dinner

—

—

18.00

18.30

Warm Up

Full Company

Studio

18.55

—

Half hour Call for Dress

Full Company

Main Stage

19.30

21.30

Dress 1

Full Company

Main Stage

21.30

21.50

Notes

Full Company

Auditorium
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Friday 20 August 2021
Start

End

Schedule

Called

Location

12.30

13.30

Notes

Full Company

Studio

13.30

13.55

Warm Up

Full Company

Studio

13.55

—

Half hour Call for Dress

Full Company

—

14.30

16.30

Dress 2

Full Company

Main Stage

16.30

17.30

Notes and Tech Work

Full Company

Main Stage

17.30

18.55

Dinner

—

—

18.55

—

Half hour Call

Full Company

—

19.30

21.30

Preview 1

Full Company

Main Stage

21.30

21.50

Notes

Full Company

Auditorium

Saturday 21 August 2021
Start

End

Schedule

Called

Location

14.00

17.30

Technical Work

Full Company

Main Stage

Rehearsal

Full Company

Studio

17.30

18.55

Dinner

Full Company

—

18.55

—

Half hour Call

Full Company

—

19.30

21.30

Preview 2

Full Company

Main Stage

21.30

21.50

Notes

Full Company

Auditorium

Sunday 22 August 2021
End

Schedule

Called

Location

—

—

Day off

—

—

PHOTO: ALEX BRENNER
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