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      Introduction

    


    We’re Here and We’re Queer!


    This is an exciting time for queer theatre makers and all theatre practitioners interested in putting questions of gender and sexuality at the forefront of their work. The explosion of interest in these topics since the beginning of the twenty-first century, particularly amongst young people, has been reflected in the work of countless artists, writers and performers. In our culture, there is a new popular appetite for all things queer – and theatre is no exception.


    This book is a practical, hands-on guide to the process of making, staging and producing queer theatre. It is also an account of what’s queer in contemporary theatre practice: what queer theatre is, what forms it takes, what stories it tells, and what methodologies it employs. It is intended to be of use to anyone interested in making queer theatre, whether you’re just about to embark on your journey, or already have an established body of work. It is also for all those interested in the impact of queer culture on the world of theatre and performance, and the place of queer theatre in the contemporary world. It is a book of queer ideas, queer questions and queer inspiration – a book to be used, reused and I hope returned to whenever you need it.


    My Queer Theatre


    I began my career in theatre by making work in traditional forms, but after my own entry into the queer world, I started making queer theatre (or gay theatre as it was then called) and have never looked back. I discovered a whole queer subculture that I knew nothing about, and I devoured it avidly. I was like a child in a sweet shop gorging on everything I could lay my hands on!


    Since then, all of the theatre I’ve made has been queer. It has included stories of contemporary gay life and queer identity, hidden histories, a queer reimagining of Shakespeare’s The Tempest and a queer deconstruction of the fragile queer body. I’ve also performed many times as a queer live artist, putting the queer body at the centre of my work, shedding my inhibitions and performing naked or partially clothed, with the intent of creating performances that were intimate as well as challenging.


    My plays have been performed in major theatres in the UK and abroad, but I’ve also produced and toured plays on a much smaller scale with my theatre company, Theatre North. In addition to my own practice, I’ve taught undergraduates and postgraduates at the Institute of the Arts Barcelona for more than ten years. All of this, together with my experience as a performer, has given me a breadth of experience that I want to share with you in this book.


    We’re going to be looking at the whole process of making queer theatre, from conception to performance. And along the way, I’ll be taking a closer look at some of my own work, including the problems I grappled with as I was making it, and the solutions I came up with. I hope it will illuminate some of the paths that are available to you as a queer theatre maker.


    Your Queer Theatre


    There are myriad different approaches you might take to making queer theatre. The important thing is that you find your own distinctive way of working: your queer. One of the purposes of this book is to offer you inspiration and guidance by exploring some of the routes you might take.


    My theatre making experiences are, of course, my own. And since they are those of a cis white gay man, they can only ever be partial. Even though I’ve worked widely in the field, I can’t claim to have covered every inch of it. So as well as writing about my own work, I’ve invited many leading practitioners, writers and artists working in queer theatre to contribute to this book. In every chapter, they’ll be giving you insights into their own work and how it was made, in their own words.


    You may be reading this book with no intention of making queer theatre of your own. Perhaps you’re simply interested in the subject and want a clearer understanding of it. Maybe you’re reading this as part of your academic studies. If so, this book is for you too. It’s not an academic book, nor is it a book of queer theory. I’ve gone out of my way not to overcomplicate things, but there is plenty of material here for those seeking to understand and write about the world of queer performance.


    What if you’re a theatre maker who isn’t looking to make queer theatre, specifically? Perhaps you’re looking for ways to refresh your own theatre practice, or for guidance on portraying queer characters or queer situations in your work? We’ll be looking at what makes queer theatre, whether there are any gatekeepers, and if you have to be queer yourself in order to make it (the short answer is: no, you don’t!). This book is for all of you interrogating the queer in your own work.


    Some of you may have come to queer theatre making very recently, and you may be daunted by the wide range of approaches and possibilities. Don’t be. You’ll find your own way, and your work will be all the better for it.


    Those of you who have been making queer theatre for a long time, you’re welcome too. I’m sure you’ll recognise a great deal of what’s here. I hope you’ll find much else besides. And if you learn half as much from reading this book as I did from writing it, it will (I promise) have been worth your while.


    How to Use This Book


    The book is divided into seven chapters. Dip in or go through it chapter by chapter, whatever works for you.


    In Chapter One: The Queer Theatre Maker, we’ll be exploring what ‘queer theatre’ means: what makes a piece of theatre queer? Who makes queer theatre? Are there any limitations on the content? I’ll be asking you to think about the elements in your own work, or in the project you’re about to embark on, that make it queer. We’ll also be looking at how you get started in queer theatre, and what to expect when you do.


    Chapter Two: Queer Forms looks at the different forms that queer theatre can adopt, from traditional scripted drama to solo shows, and from musical theatre to live art via site-specific, immersive and interactive theatre. Are there particular theatrical forms that are intrinsically queer? How do you choose a form that is best suited to your material? We’ll be looking at how a story can be told in different ways, depending on the form you choose, and how important it is not to simply follow the conventional path.


    In Chapter Three: Your Queer Approach, we’ll explore some approaches you might take when creating your queer theatre show, from writing a play, or devising one, to creating a piece of documentary or verbatim theatre. We’ll dig into the possibilities and limitations of making an autobiographical show, and investigate ways of queering existing material. We’ll look at hidden histories, parallel narratives and framing devices, as well as ways of queering the language. I’ve included some case studies here, to explore a few of these approaches in greater depth. And there are some practical strategies to consider when you’re embarking on the creative process.


    Chapter Four: The Queer Performer looks at how your work might be performed. It explores important aspects of queer performance such as drag, alter egos, live art performance and solo performance, and sets out the key things you’ll need to consider if you’re performing your own work (including whether you need a director). It also takes a closer look at the role of the body in queer performance: how can it be used to tell queer stories and express queer identity?


    In Chapter Five: Staging Queer Theatre, we’ll turn to matters of staging. Where will your show be performed: in an established theatre, a small fringe theatre, or an alternative venue of some kind? Will it be staged outdoors, or in a site-specific way, or even online? Will you be touring it? What are the practical implications of each of these options, and how is a queer theatre show shaped for and by the venue it is performed in? We’ll explore what your show might look like, and whether or not there is a ‘queer’ aesthetic. Plus, we’ll look at opportunities for building partnerships with organisations, both queer and otherwise.


    It’s all very well creating a fabuloso new show; now you need to get it in front of an audience. In Chapter Six: Getting It On, we’ll be looking at the practicalities of making it happen. In fact, you’ll need to ask many of these questions right from the start: venues are often programmed well in advance, and grant applications must be approved before rehearsals begin. How should you approach venues? How do you go about funding your production? Will you need a producer? How are you going to sell your show and make sure you don’t end up playing to empty houses? If your focus is on the creative side, it may be tempting to skip this chapter for now, but don’t!


    Finally, in Chapter Seven: A Queer Call to Arms, we explore some of the political dimensions of queer theatre. For most of history, queer people and queer ideas have been suppressed (and in many parts of the world they still are). How can we effect change and remain true to ourselves, while still making theatre that engages and entertains? Should political messages be smuggled in under the greasepaint, or can we make theatre that says what we want to say, loud and clear? Are there limits on what we, as queer theatre makers, can and ought to do, or should we be guided solely by our instincts and ambitions? How, after all, do you stay true to your own voice?


    * * *


    In many of the chapters, I’ve included suggestions of practical activities to help you focus your ideas and develop your next project. They can be worked on alone, or in a group.


    Where I’ve mentioned a modern or contemporary play, I’ve also given the date of first performance (as far as it is known) in brackets after the title, wherever it felt useful to do so.


    Contributions from other practitioners are in boxed sections, and are presented in their own voices, edited from interviews I conducted with each practitioner during the writing of the volume. I am grateful to them all for giving so generously of their time and wisdom. They have added immeasurably to this book.

  

  
    


    
      
        1. The Queer Theatre Maker

      


      Why ‘Queer’?


      I lived in Yorkshire for many years, where they say, ‘There’s nowt so queer as folk’, meaning there’s often no rhyme or reason in the way that people behave. Or, putting it differently, when people act in unconventional ways, it’s hard to understand them. We often judge people by standards we assume are universal, and we’re troubled or confused when we encounter someone or something that breaks the mould.


      People also sometimes quote Robert Owen, the nineteenth-century socialist and philanthropist, who said: ‘All the world is queer save thee and me, and even thou art a little queer.’ He wasn’t calling out his business partner’s sexuality; by ‘a little queer’, he meant a bit weird or non-conforming. The word ‘queer’ may have taken on new shades of meaning since then, but that older sense of ‘strange’ and ‘unconventional’ is still connected to the notion of queer that we’re concerned with here.


      Queer is very much of the moment. In many places around the world, the straitjacket imposed by traditional gender classification has been ripped apart and individuals are taking a fresh look at themselves and their bodies, at what they’ve been taught and what they know. Queer is a term that has been almost entirely reclaimed from its former use as a term of abuse. Not that it isn’t sometimes used in that way still (as is the term ‘gay’), and there are some for whom it has such unpleasant associations that they resist it being rehabilitated. But for the most part, in the Western world at this moment in time, it has become the most inclusive term to use.


      Lesbian and gay. Bisexual. Transgender. Intersexual. Asexual. Non-binary. And other non-traditional gender identities. For the purposes of this book, ‘queer’ means all of them.


      There’s a whole academic school of queer theory that likes to complicate the LGBTQ+ world to within an inch of its life. That is not what we’re concerned with here, although there is no doubt buried treasure amongst the obfuscations.


      Nor would I want to broaden out the term to include almost everyone. By ‘queer’, I mean anyone who considers their gender or their sexuality to belong outside the constraints of heteronormative culture. Queer is different. We queers have a different perspective on the world, and a different place within it. And there is plenty of space within that word – and within that world – for a whole number of sexualities, or indeed the absence of one.


      The Emergence of Queer Theatre


      Queer theatre puts queer lives and queer issues on the stage, and has been doing so since the time of the Ancient Greeks, when theatre itself is usually considered to have been born. It’s there in the work of playwrights such as Euripides, most clearly in his play The Bacchae, in which King Pentheus dresses as a woman to observe the sexualised rites of the followers of Dionysus. It’s there too in the work of Sappho, whose poems about love and desire between women were intended for performance and would have been accompanied by music and dance. In Elizabethan times, often seen as the golden age of British theatre, cross-dressing was the rule, with young men playing all the female characters. Shakespeare even used it as a key plot element in plays such as Twelfth Night and As You Like It, while his contemporary Christopher Marlowe presented the unambiguously queer love of a king for his male favourite, Piers Gaveston, in Edward II.


      Explicit depictions of queer relationships did not find a place in Western theatre until the late-twentieth century, for cultural and legal reasons. Theatre censorship wasn’t abolished in the UK until 1968. Prior to that, queer playwrights such as Oscar Wilde and Terence Rattigan felt compelled to disguise their homosexuality, in their private lives and in their stage work. Wilde was married and famously caused his own downfall by suing the Marquess of Queensberry for calling him a sodomite. Rattigan, it is said, lived in two interconnected houses on Brighton’s seafront in order to disguise the fact that he had a male partner. Hester Collyer, the main character in Rattigan’s play The Deep Blue Sea (1952), is a woman whose life is blighted by love (or the lack of it), and she is often taken to be a coded self-portrait. In an alternative version of his play Separate Tables (1954), the character of the Major is disgraced after being caught sexually importuning men, while in the version that was actually premiered, and later filmed, the Major’s crime was that of molesting a woman in a cinema; Rattigan’s queer version, found amongst his papers after his death, wasn’t staged until 2006. In mid-century Britain, the reality of queer life was still not ‘fit’ to be depicted on the stage, and indeed homosexuality wasn’t decriminalised in the UK until 1967.


      In 1960s’ Britain, playwrights increasingly sought ways to express their queer sensibility on the stage while evading the censor. In his play Entertaining Mr Sloane (1964), Joe Orton got away with presenting a bisexual character who is sexually pursued by both his landlady and her homosexual brother, while his later play Loot (1965), which was heavily censored before it reached the stage, is full of implied homosexuality. Something of Orton’s resourcefulness and playfulness survives in queer theatre DNA today.


      Eventually, the barriers to presenting homosexual content on the stage began to fall away, at least in some enlightened (and generally metropolitan) places. American playwright Mart Crowley’s groundbreaking The Boys in the Band (1968), about a group of gay men gathering for a birthday party in New York City, was one of the first plays to feature openly gay characters who are ‘out’. Martin Sherman’s Bent (1979) exposed the treatment of homosexuals in Nazi Germany. Harvey Fierstein’s Torch Song Trilogy (1981), about a Jewish homosexual drag queen and torch singer’s longing for love and family, was a great popular and commercial success: the Broadway production ran for 1,222 performances. The HIV/AIDS epidemic of the 1980s was reflected in major works of queer theatre such as Larry Kramer’s The Normal Heart (1985), and Tony Kushner’s two-part Angels in America (1991 & 1992). In 1985, the Bush Theatre in London staged Manuel Puig’s adaptation of his own novel, Kiss of the Spider Woman, about the intimate bond formed between two men sharing a prison cell.


      In the 1990s, queer drama in the UK took a step forward in scale and popularity. Kushner’s Angels in America, which had its UK premiere at the National Theatre in a production by Declan Donnellan, was soon followed by Jonathan Harvey’s Beautiful Thing (1993), a romantic comedy set amongst gay, working-class teenagers on a London council estate. Harvey’s play, like Puig’s, was premiered at the Bush Theatre, but the following year it transferred to the Donmar Warehouse, and then to the Duke of York’s Theatre in the West End. Such was its success, it was adapted for the screen by Channel 4 Films (with a screenplay by Harvey himself) and released in cinemas in 1996. It was another groundbreaking moment for queer theatre in Britain: an essentially optimistic and celebratory story about gay life that struck a chord with the public. Kevin Elyot’s My Night with Reg (1994), a comedy dissecting the sexual mores of London’s gay community with scabrous wit, transferred from the Royal Court Theatre to the West End. In the US, Jonathan Larson’s queer rock musical Rent (1996) transferred to Broadway, where it ran for twelve years, making it one of the longest-running Broadway shows ever.


      
		  The First Time I Wrote Anything Gay – Jonathan Harvey


        Jonathan Harvey has had a very successful career as a playwright, television writer and novelist. His play Beautiful Thing (1993) is a landmark in British gay theatre.


        At the age of eighteen I’d just left school, and I had my first taste of having a play on. I was too young to go to dinner parties then, but it was a bit like being at a dinner party and everyone is laughing at your jokes and thinking everything you say is absolutely fascinating. Which of course never happens in real life, but suddenly in that little space, people sat up and listened. And I learned early on that the emotions you become aware of in a space like that are laughter and tears.


        Beautiful Thing was my seventh play, and the first time I wrote anything gay. I did many plays before that, and there was nothing queer about them at all. I think it’s interesting that when I finally wrote something gay, my career changed. I was being really honest, I suppose. I was writing about personal stuff and it felt fresh because nobody else was writing like that at the time.


        I remember I had a meeting with Max Stafford-Clark, who ran the Royal Court Theatre then. He’d read Beautiful Thing, and he’d obviously read my other stuff as well, and he said, ‘You’ve sold your soul to the devil.’ I didn’t really know what he meant, but I think he just meant: ‘You’ve made a pact now, and there’s no going back. You’ve been honest in your writing, and your writing is better for it.’ And I could see that. I could see that I had something to say. So, yes, I never looked back really.

      


      In the twenty-first century, queer theatre continues to flourish. It remains a relatively small part of the theatrical scene, but it is fuelled by a constant supply of new stories, and is shaped by new theatre makers employing a huge variety of ever-evolving theatrical forms. We’ll be looking at a number of those forms in future chapters, including the prominence of live/performance art in today’s queer theatre. But before we get into that, we need to ask an important question…


      What Actually Is Queer Theatre?


      Queer theatre, as we’ve seen, puts queer lives and queer issues on stage. It is not primarily about straight people. As queer theatre makers, we willingly accept that straight people form the majority of the population, but queer theatre is, by and large, focused on the lives of queer people. It is (generally) made by queer artists and (often) aimed at queer audiences – but it also aims to challenge straight audiences, and even sometimes the way queer people behave as well.


      Queer theatre makers certainly want straight people as allies, and we want them to see and engage with our work – but the work is first and foremost about us, and for us. It is also (very often) about changing the world as straight people have made it: making it a little less straight, a little more queer.


      
        An Unexpected Queer Advantage – Ursula Martinez


        Ursula Martinez is a London-based theatre maker who began performing solo on the London club/cabaret scene in the mid-1990s.


        It’s not an advantage in a patriarchal heteronormative world to be queer. It’s the opposite of an advantage. But maybe it can have its advantages, even so. I’ve always thought that, when you’re just starting out as an artist, it’s like when you’re visiting a city for the first time: the possibilities are endless, and it can seem overwhelming. But if you’re queer, you narrow it down. You go, ‘Oh, the first thing I’ll do is I’ll go to a gay bar!’ And it gives you something to focus on. A way into things.


        Sometimes as an artist starting out, you need something like that to get you started. And as a queer artist, you can seek out a community that’s already there. You can hone it down, make it more manageable.


        So sometimes it does feel like starting out as queer artist has its advantages!

      


      This is not to say that we don’t want straight people to understand us and come to our shows. We very much do! If you are straight and you’re reading this book, you’re welcome here. I hope that this volume will be of use to you in understanding and refining your own practice. Or indeed that it might help you to make queer theatre of your own. Because, yes, straight people can make queer theatre too (we’ll return to this later in the chapter).


      So what exactly makes queer theatre queer? There’s no hard-and-fast definition, nor would it be easy to pin one down. But let’s take a look at some of the things that might be helpful in defining it.


      Queer content


      Queer theatre has come a long way since the days when it seemingly had to involve a queer character being persecuted, struck down by AIDS or being sexually promiscuous in London or New York. There is an almost infinite number of different kinds of queer story to tell, from the traditional (or non-traditional) coming-out story, to ones about transitioning, drag queens, finding queer love later in life, falling in love with the straight boy, or recovering hidden queer lives from the past, to name but a few.


      Is queer theatre, then, just any play that has a queer character or characters in it? It’s not as easy as that. A play celebrating a trans sports team would seem to be queer, but what if the play was making fun of that team or denying its right to exist? Is it queer then? I think we can agree that it’s not. A show about drag queens might have a strong claim to being considered a work of queer theatre, but what about one containing a pantomime dame? Is the traditional Christmas panto, by definition, a work of queer theatre? Again, not necessarily.


      Queer authorship


      Is queer theatre simply any work made by someone (or a group of people) identifying as queer? Of course not. Many queer writers and performers will be working on projects which have nothing to do with gender and sexuality. That doesn’t mean that our natures, our character as queers, won’t hugely influence the work that we make. We can consciously try to hide or disguise our identity, but it is bound to influence our work. There’s nothing magical about writing, devising or improvising – it all ultimately comes from us. But neither does it mean that, if we’re queer, anything we work on is queer too. We can make straight theatre, if we wish, sidelining questions of gender and sexuality, but it will probably be a different kind of straight theatre than that made by someone who isn’t queer.


      When we look at theatrical works written in the past, or novels that we might want to adapt, we may not know how queer the author was. We may suspect that an author was queer, and then go about digging into the historical record to confirm our suspicions – as I did with the great American novelist Herman Melville. This is often a matter of inference and conjecture, although sometimes the work itself gives the game away, as with Melville’s Billy Budd, Sailor which is dripping with homoeroticism. And the same can be said for historical persons that we may want to write about or portray on stage (we’ll look at the example of the composer George Frideric Handel later in the book). Also, as I’ve already suggested, it’s perfectly possible for queer theatre to be made by someone who isn’t queer. Lillian Hellman’s very successful play The Children’s Hour (1934) is about two school mistresses whose lives are destroyed after an angry student accuses them of being lesbians. Yet its author wouldn’t have defined herself as queer, even if people had been doing that in the 1930s.


      Queer sensibility


      If queer theatre isn’t defined by its content or its authorship, is there something in its character, nature or psychology that makes it queer? Is there such as thing as a queer sensibility that can be found in all queer theatre?


      You can certainly make a strong case for the idea that being queer makes us see the world differently from straight people. We are, after all, a minority – one that for most of history has been (and in many places still is) violently oppressed. Even in the UK, where rights such as gay marriage have been won, queer people, trans men and women in particular, are frequently pilloried in the media, or made to feel unsafe in the streets.


      And we’ve had to fight hard for the right to live our lives openly. Anyone who grew up queer in Britain in the last decades of the twentieth century will recall Margaret Thatcher’s monstrous Section 28 clause, part of the Local Government Act of 1988 which stated that local authorities in England, Scotland and Wales ‘shall not intentionally promote homosexuality or publish material with the intention of promoting homosexuality’. It also banned ‘the teaching in any maintained school of the acceptability of homosexuality as a pretended family relationship’. Undeniably, it left a scar. And it wasn’t fully repealed until November 2003.


      As recently as 2014, drag queen Panti Bliss gave the viral Noble Call speech at the Abbey Theatre in Dublin, in which she explained that she hated herself for having to constantly check herself to make sure she didn’t give the gay away. And perhaps inevitably, the effort that goes into leading a double life produces a certain kind of sensibility.


      Queer culture and identity is, in the broadest sense, oppositional. We have been, for better or worse, shaped by our experiences of oppression, of having to lead double lives. Most of us have grown up in the straight world, and it has taken an effort of will and self-determination to see ourselves as something other than straight, and to live our lives accordingly. There are, of course, many different types of queer people, and queer culture is far from monolithic; but what we have in common is that we belong in a minority, with an identity that we’ve had to define for ourselves, very often in opposition to the way that we’ve been seen by others.


      It’s no surprise then that queer theatre is often oppositional too. From its very beginnings – which, as we’ve seen, are the beginnings of theatre itself – it has torn up conventions, presented things differently, done things that audiences will find shocking or unacceptable. Sometimes the shock is intentional, part of the oppositional theatre maker’s strategy of jolting the audience out of its habitual ways of thinking. Sometimes it’s not the primary intention, but just an inevitable by-product of presenting something that’s unconventional and new. There’s nowt so queer as folk. Anything different is likely to shock. As makers of queer theatre, what we are doing is saying to the world: ‘We’re here and we’re queer!’


      Is there anything more to queer sensibility than this? I think so. It is a familiar stereotype that queers, and gay men in particular, are ‘artistic’ and are often over-represented in the creative world. If there is an element of truth in that, it perhaps comes from the fact that seeing the world differently and desiring to change it gives us a certain sensitivity. Having to construct our identities for ourselves – whether we are femme or butch, camp or a bear – means that we are used to giving a more-than-ordinary degree of thought to how we present ourselves to the world. In other words, queer identity is intrinsically theatrical. Theatre is in our bones.


      I do think there is such a thing as a queer sensibility, and I believe it informs all of our queer theatre making. It’s also there when we lend a queer eye to straight theatre. But this isn’t the same as saying it’s what defines queer theatre. Sensibility is hard to pin down, and anyway, queer theatre is too diverse and multifarious to be categorised in this way. Maybe we’ve been looking too hard for a simple definition?


      Do we really need to define queer theatre?


      Perhaps it’s best, after all, to resist the temptation to go groping after definitions and categories and certainties. After all, aren’t those things part of what held us down for so long? Maybe we should just accept that queer theatre is something to do with authorship, and something to do with attitude and sensibility – and also something to do with content and style and form, and possibly lots of other things too. Maybe we’ll never agree, and maybe that’s a good thing.


      My point is that we’ll all have our own take on what’s queer and what’s not. As queer theatre makers, we will try and put our queer feelings and beliefs into practice. We may occasionally come across work claiming to be queer which we don’t like. Well, we don’t have to watch it. If we come across work that claims to be queer while actually attacking other queer people, then we must fight against it. But this happens rarely, if at all. Virtually all the queer work out there is made by passionate, committed queer theatre makers. And you will want to join in!


      
        Refuse to Be Put in a Box! – Neil Bartlett


        Neil Bartlett is an acclaimed theatre director, playwright, novelist and translator. As well as creating many original pieces for the stage, his adaptations and translations have been performed throughout the world. His adaptation of Virginia Woolf’s Orlando was premiered in the West End in 2022, directed by Michael Grandage and starring Emma Corrin.


        I like the term ‘queer theatre’ because it suggests queerness has as much to do with the form as the content. In 1982, when I started, LGBT theatre was mainly defined by who wrote it. Queer theatre encompasses a much greater range of work historically and contemporaneously.


        I make queer theatre because I am queer! I refuse to be put in a box. I believe in rule-breaking and scrambling the genres. I work for a radicalisation of theatre.


        I want to change the way that people think. If I didn’t, why would I be in theatre? The point of theatre is to open doors inside people’s heads.


        As queer theatre makers, we bring ourselves to the table. The artist’s queer life experience and cultural traditions offer a perspective that no one else can offer. We bring our unique life experience, our own traditions, physical, verbal, sexual ambiguity, sexualised performance. Seeing things that other people don’t.


        I aim to put beauty at the service of powerful personal statement.


        To all new queer theatre makers: Go out more! Go and see any queer performance – any queer performer! Then watch a drag act in a working-class pub. Don’t look in the obvious places!

      


      Intersectionality


      Many queer theatre makers are concerned with intersectionality – that is the recognition that there are many different, often overlapping experiences of marginalisation and oppression, whether on grounds of class, race, gender, sexual orientation, disability or some other kind of discrimination. London-based playwright babirye bukilwa, for example, sees their work as amplifying the Black British working-class queer experience, with plays such as …cake (2021) and …blackbird hour (2025) that explore how mental health impacts on relationships and behaviour. Brighton’s Marlborough Productions, led by Tarik Elmoutawakil and David Sheppeard, created Brownton Abbey, an intersectional ‘Afrofuturistic performance party’ aimed at celebrating and elevating disabled queer people of colour. The extent to which we take all oppression under the banner of ‘queer’ is up for debate (which is not to say that we don’t support all struggles against oppression).


      
        Brownton Abbey – Tarik Elmoutawakil


        Tarik Elmoutawakil, the creator of Brownton Abbey (founded 2018) based in a church in Brighton, describes it as an Afrofuturistic space church themed performance party that celebrates and elevates disabled people and queer people of colour. It was conceived through conversations between Tarik and several queer Black
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    Martin Lewton


    Martin Lewton has been making theatre all of his life, and queer theatre for the last twenty years with his company, Theatre North and his partner, Andrew McKinnon. His prize-winning work tours nationally and internationally. Martin has worked in almost every job in theatre including writer, actor, director, producer and teacher.


    For six years he was an Associate Research Fellow at Birkbeck, University of London, and for ten years he has taught acting, devising and text at the Institute of the Arts Barcelona.


    His more than forty plays and performance pieces include Lord Arthur’s Bed, Billy Budd Sailor, Scream Queer Murder and The Luxurious Time – a queer love story.
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