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C!"#$!$ S%#&': How do you approach 
gender politics - and challenging notions of 
what is female and what is male in your plays 
and works for live performance? 

S()%!* O+,!)$: My own gender has 
transformed over the years that I’ve 
been out in the world as a playwright. 
I started writing to represent an im-
age of the gender non-conforming 
person I felt myself to be – even if I 
wasn’t able to articulate that at the 
start. It’s wanting to see yourself re-
flected, wanting to see “your people” 
up there on stage. My subconscious 
was way ahead of me. I was writing 
what I called “pants roles,” borrowing 
the term from opera that describes 
women who play boys, usually to win 
the heart of a lady for some prince. 
And good news! At the end, said “boy” 
turns out to be a girl and wants to 
marry a dude and all is right with the 
world. But that wasn’t my life. For a 
long time I didn’t know what to do 

with dudes. So I just didn’t write them. The only mascu-
linity in my play worlds belonged to the butches, boys, 
men or trans-masculine beings played by women. This 
was really personal. It was me working out something 
so explosive I couldn’t talk about it. I could only write 
it. So the act of stating a character’s gender has never 
been simple. I often write protagonists who are gender 
non-conforming or trans-masculine. And then there are 
usually others around him from all over the gender and 
orientation spectra. 

W#*-." M#)).": I write parts for women that I hope 
will avoid what I experience as traditional or normative 
roles. I’m curious to broaden how woman as construct is 
presented onstage. I tend to think, if this were the only 
representation of this kind of character an audience 
will see (ie, a lesbian, an intersex person, a Darfuri, a 
Somali) in what way is that character going to be seen 
as representative of a whole and how can I be sensitive 
to the existing cultural paradigms and my representa-
tion. Remember how in the movie Basic Instinct, it’s the 
bisexual character who is rendered as crazy, while the 
white heterosexual dude is the victim? I’m part of the 
post-misogyny movement. 
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A!!"# S$%"!&'#: Being that I am a femme, cis-female, 
with big hair, large breasts, who likes to wear high heels, 
that is usually my starting point. (I’m always in my own 
plays.) From there I might don a frumpy flannel night-
gown, take o! a wig or two, and deconstruct what is 
considered “sexy” usually with humor. While perform-
ing the various female archetypes that live inside me, I 
try to tell my personal truth as much as possible, and in 
as theatrical and artistic a way as possible. Whore is the 
archetypal character nearest and dearest to my heart. 
Whore is so hated, stigmatized, loved, and envied. 
Whores are on the front lines of the sexual evolution, 
and the war on whores is getting worse. Sometimes I 
use nudity. I try to defy expectations, or deconstruct 
the stereotypes that I’m performing. I like to go beyond 
the male/female binary. Since the 1980s, I’ve taken into 
consideration transgendered people, characters, and 
audience members. 

C(%")() S*"+,: Has your p.o.v. about content-driven or 
formal-stylistic approaches di"ered over the years? If so, why? If 
not, why?

W"!-#% M"''#%: I’m much less interested in the well-
crafted play. Who defined that? “Well-crafted” play 
is like “prolific” writer – I don’t care if you write nice 
structure and churn out plays, what are you telling me 
about the human condition and does it spark my curi-
osity? I still enter a theater looking for transformation, 
catharsis or empathy, and when I don’t find those ele-
ments, I’m intellectually bored and emotionally dry. 
When I do find them, I’m elated and grateful. 

S.'*(! O/('): It wasn’t until I started transitioning 
myself that I felt interested in or even able to include 
cis-guys as characters. [Footnote: Cis is a prefix created 
by the trans community to describe non-trans people, 

people whose gender assigned at birth lines up with the 
gender they experience themselves to be. Trans means 
across. Saying “biological” man or woman isn’t accurate 
enough, as someone on hormones is just as biologically 
male or female as someone assigned that sex from birth. 
So cis is a helpful term.] For obvious reasons: I was ex-
ploring my own masculinity in a brass tacks way. I was 
finally able to ask with clearer eyes: what is masculinity 
for men as well as for me? I figured I should learn a little 
about men, since I was going to become one. I wrote a 
few plays without trans people but with very aggressive 
masculinity (Nightlands, Profanity) Now that I’m further 
along in my transition I actually have “formal” trans 
guys as protagonists. I even have trans guys talking to 
cis-guys! Whoa! (Cleopatra, Sex Play)

A!!"# S$%"!&'#: For forty years, I think my work has 
really been about love and compassion – disguised as 
being about sexuality. That has not changed. The six 
plays I have written and performed in have been simi-
lar in style to the first one I did, which was directed by 
Emelio Cubeiro (a Charles Ludlum actor), who taught 
me about theater. I learned right away that the personal 
is political. 
 Eventually touring shows internationally for two 
decades mostly by myself, got rather lonely, so for the 
past eleven years I have been collaborating with my life 
partner, Beth Stephens. She’s an artist and a professor at 
UCSC. That is my biggest shift in how I work. There’s a 
lot of compromise, yet mostly two heads are better than 
one, and I love to do everything with her. I love sharing 
the experiences. 
 As for content, my theater pieces are about whatever 
I’m personally interested in at the moment. I’ve gone 
from doing shows about sex worker rights/stigmas and 
HIV/AIDS (Post Porn Modernist), to exploring pornogra-
phy (Annie Sprinkle’s Herstory of Porn,) to expressing the 
diversity of female sexuality and doing ritual (Metamor-
phosex), to my interest in a committed monogamous 
relationship and my breast cancer adventures (Exposed 
– Experiments in Love Sex Death and Art) to my current pas-
sions – environmental issues and building the ‘Ecosex 
Movement’ (Earthy – An Ecosex Boot Camp.) My work is 
always motivated by wanting to make the world more 
how I want it to be – to being a big Garden of Eden for 
everyone to enjoy. Our new show, Earthy – An Ecosex Boot 
Camp, is more overtly political than my past work. We 
are aiming to garner more love and appreciation for our 
beloved planet by changing the metaphor from “Earth 
as Mother” to “Earth as Lover,” and by making the envi-
ronmental movement more sexy, fun and diverse. 

C(%")() S*"+,: Is there one play you have written or de-
vised with which you felt you were particularly “walking on a 
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tightrope without a net” in regards to explorations of sex or sexu-
ality on stage? If so, which play or plays? 

S!"#$% O&$"': It’s always been intense to write 
about this personal and internal process without know-
ing what I’m saying when I start out. And often not even 
knowing after I’ve finished, despite being a hyper self-
aware person. We can try as hard as we can to see our-
selves 360 (to borrow a way of thinking about the self as 
character from Lisa Kron) – but everyone can always see 
more than we can. I just try to tell the audience as much 
as I know at the time and not hold anything back. That 
always feels scary.

A%%() S*+(%,"): In my first theater piece, Post Porn 
Modernist, it is my “Public Cervix Announcement” 
scene which got the attention. Where I would show my 
cervix to the audience with the aid of a speculum and 
a flashlight. For me that was no biggie. The scene I did 
right after that, “Legend of the Ancient Sacred Prosti-
tute,” was far more challenging and interesting. The 
scene basically was a sex magic masturbation ritual, 
where the audience all shook rattles, and I went into a 
sexually ecstatic state to take the audience’s “prayers 
and wishes to the Divine” as I imagined the ancient tem-
ple whores used to do. There weren’t a lot of role models 
for public masturbation theater and art. Vito Aconci 
was about all I had. I didn’t know what I was doing really, 
but I just dove in. Still to this day, it is the most intense, 
crazy, ecstatic and challenging thing I ever did on stage. 
The scene became a microcosm for all of life. It taught 
me about energy, breath, about real vs. fake, I learned a 
lot about sexuality, magic, ritual, theater… about feel-
ings being mirrored by others. 

W(%-)+ M("")+: With my musical Amandine, what 
I found tricky is I’m writing about a character who is 
intersexed and attracted to a woman at a time before 
Western language has acquired terms for intersex or 
lesbian. So how to you give voice to the unnamed? In 
this story, nobody talks about the body below the neck, 
much less atypical gender, sex, or expressions of sexual-
ity. The tightrope is using subtext to denote some per-
ceived transgression is occurring and yet no one is will-
ing to come out and ask, “what’s going on here?” The 
other tightrope is how do I/we render gender variation 
as ultimately not something to be ashamed of or hide, 
but in an era before anything other than strict defini-
tions of masculine and feminine spheres were tolerated, 
how do you show the obstacles an outwardly identified 
female character faces who is struggling to even under-
stand why her body is di!erent from the girls around her 
and why her desires are oriented towards another wom-
an? How can desire be expressed as pure and glorious 

in an environment of devout Catholicism – how can you 
escape the confines of all those “sins”?

C$+('$' S#(./: And in what manner did you feel vulner-
able and/or emboldened as a writer?

S!"#$% O0&$"': I don’t know, I mean, I’m transition-
ing publicly in the American Theater! Most people can 
transition at work in some finite workplace – they have a 
separation between work and life. My workplace is this 
incredibly di!use national cloud plus the internet! I 
will never have the experience of being stealth at work, 
moving through the world without anyone knowing of 
one’s trans history. But that’s also because of my con-
tent. Wallace Shawn’s work emboldens me.

W(%-)+ M("")+: Until I see onstage the vast scope of 
characters I encounter in life, I choose to put characters 
from the periphery into the center and to put circum-
stances that are uncomfortable or scary (for some) into 
the vernacular. That’s not the mission when I begin, but 
as I write, I have to ask myself, do I want this kind of 
violence or this kind of representation out in the world 
via my hand? In what ways am I interested in authoring 
violence? If x character does y, is it gratuitous and not 
in service of the story but from being a member of an 
exploitative culture? Who’s the perpetrator? Who’s the 
victim? What kind of tropes am I falling prey to and in 
what way can I subvert expectations? 

A%%() S*+(%,"): Some days I felt very powerful, and 
some I felt so vulnerable. While I used a vibrator and 
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sometimes a crystal dildo, I never really thought of it as 
masturbating at all. In my mind, I was circulating energy 
with the audience, with the Universe, letting go of my 
ego, and being in the energy that was there or not there. 
People have a lot of hang-ups about masturbation. So I 
had a lot of judgment come at me on one hand, and also 
felt layers of people’s shame lifting on the other hand. As 
a writer, this piece evolved over the five years I toured 
it to seventeen countries. The first year was quite dif-
ferent than the last year. The trickiest part was how to 
end the piece and the show properly. So I experimented 
with the ending a lot. Finally by the end of the five years 
I got it all worked out, but then I was done with the one 
woman piece. 
 Later, I taught the piece to seven women, and we 
did it as a group at the Cowell Theater in San Francis-
co. Then after that, I did a whole weeklong workshop 
around it with performance artist Linda Montano and 
Barbara Carrellas (my manager at the time), called 
Metamorphosex. Twenty-eight of us did a version of it, to-
gether, at the Vortex Theater in Austin, Texas. For some 
of us, and for some audience members, it was a very in-
tense, and even life changing experience. 

C!"#$!$ S%#&': Sexual acts and sexuality is portrayed on 
film and TV all the time. On stage, the central aspect of its live-
ness does change how an audience perceives and experiences 
representations of gay, straight and trans simulated sex and/or 
sexual transactions. For example, I still remember the power 
and specificity of the late-in-the-play brutalizing sexual transac-
tion in Mark Ravenhill’s Shopping and F**cking on stage. 

T'()!* B"!$*'!+: I used to wonder about this all 
the time. I couldn’t figure out why people are content 
to eat popcorn while watching graphic sex scenes at the 
movies, but are outraged when a breast is shown in the 
theater. Having live performers changes everything. 
Even though theater can’t match the “reality” of film, 
there is a very real distance present when watching a 
movie because the actors aren’t in the room with you. 
If a play is good, the audience suspends their disbelief, 

and actually starts to believe that the events on stage are 
actually taking place.

A,,#- S."#,/0-: “Sexuality” is so totally interest-
ing to “perform” on stage. I’m constantly amazed more 
people aren’t doing it all the time. Its also interesting 
to think about how the audience gets thrust into being 
voyeurs, Johns and Jills who pay to watch, and are kind of 
participating in the sex acts just by virtue of being pres-
ent where sex is happening. Even if they are coming for 
the “art” or the “plot.”
 One of the things I’m concerned about is how the 
massive amounts of pornography being consumed 
these days takes so much electricity to run, using up re-
sources like coal and gas, thus polluting the Earth. Let’s 
go back to live sex shows, and create more sex related 
theater, and save the planet! 

C!"#$!$ S%#&': When you write a sex scene in a play, do 
you ever find yourself censoring yourself and/or imposing limits 
on what is possible? Do you ever question yourself? 

C'#*! H12&'#,*(,: Here’s the thing: spelling out an 
action on the page, no matter how specifically, does did-
dly to prepare you for the staged version. And good grief, 
the more clever the description, the further from the 
dirty reality it gets. Which is sort of a writer’s salvation, 
when you think about it. The play I’ve got up right now 
has a sex scene which I partly sketched out as, “Further 
fucking. Loud moaning. Premature ejaculating.” Which 
is cute, right? Yeah. The staged version? Not so cute. 
There are limbs and skin and sweat and weird grunts 
and purple panties... the director and the actors bravely 
fleshed that shit out to an uncomfortable degree. But 
at that point, a playwright just has to go, “Fuck it. It is 
what it is, and people can either handle it or they can’t.” 
If writers had a real sense of what their sexy stu! was 
going to feel like in real time, if they knew how squirmy 
that shit was gonna make, say, their parents who – P.S. 
– probably didn’t want them to go into theater to begin 
with, they might constantly be second-guessing them-
selves and holding back. And that would make for some 
boring-ass theater. 

T'()!* B"!$*'!+: I never censor myself. I think 
about it sometimes. But the things we feel compelled to 
censor are often the exact things that need to be shown 
onstage. We should always be pushing the boundaries 
of what theater can do. Terence, the Roman playwright 
sums it up best: “I am a human being. I consider noth-
ing that is human alien to me.” As long as we’re being 
honest, and truly exploring the full spectrum of what it 
means to be human, then nothing should be censored.
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S!"#$% O&'$"(: I don’t endeavor to portray actual 
sex, just “almost” sex because I’m much more interest-
ed in the story around it and sexual energy crackling be-
tween people. I’m interested in how sexual desire moti-
vates people, makes them feel vulnerable, makes them 
dominant or submissive. In one of my early plays I wrote 
a scene where a parent is supposed to have sex with his 
child on stage. If I ever go back to that I’ll find a way to 
put that o!stage. It was definitely me as a new writer 
testing what was dramatically necessary to see or not 
see. We staged it and kept it in. But it made me feel aw-
ful each time I saw it. And I was more interested in the 
implication of the act and how it a!ects the characters.

W)%*+, M)""+,: I keep an awareness of what triggers 
am I pulling for people if they distract from the story 
I’m telling. In my play In Darfur, there’s a specific rape 
scene I chose to do in a way I hadn’t seen onstage before 
in a method that would not reproduce the image that 
is shoved down an audience’s throat about what rape 
looks like and instead leaves it to the imagination of 
how awful that rape is, how dehumanizing and painful, 
in the hopes that an audience doesn’t look away, doesn’t 
distance from the victim, and feels his/her/trans own 
vulnerability and terror in the face of that kind of domi-
nation. In my play The Penetration Play, I’m toying with 
several di!erent ways of showing sex between women 
– an intellectual, emotional seduction, or a raw, chal-
lenging, athletic and competitive seduction. In 2004, I 
hadn’t ever seen a play with two women who were ag-
gressive in their approach to their sexual chemistry, 
much less getting it on onstage. I thought about, am I 
just inviting a male gaze to feast on lesbian sex fantasies? 
I liked that I was inviting the female gaze, it felt celebra-
tory. Ultimately, I decided, this is the relationship these 
two women have and, yes, it is a turn-on to watch and 
I’m not going to try to diminish that or heighten it for 
a particular audience, it’s simply going to be how these 
two people fuck. There was a moment where I thought, 
oh, do I want my family to see this, and I thought, well, 
you know, we’ll all get over it. 

A%%)+ S-,)%."+: Because I hail from the sex indus-
try, I don’t feel like I need to censor myself. Making 
porn and doing burlesque liberated me. However, now 
I am 58 years old, so nudity and sex in public arenas is far 
more taboo. As a thin, young woman you can get away 
with most anything naked or sexual, but when you are 
rather chubby, saggy, wrinkled…that’s just not okay. 
That’s what makes me want to do it all the more. I like to 
think of it as ‘fixing a taboo.’ 
 There were a few times when I was performing my 
shows where I have censored myself, when risking ar-
rest. For example when I did Post Porn Modernist there 

were sometimes police there to arrest me if I showed 
my cervix. In retrospect I wish I hadn’t censored myself. 
But as I was from the sex industry, it was normal to avoid 
arrest. I didn’t understand why artists were di!erent. I 
still don’t really. Usually I avoided arrest because I had 
another gig somewhere, and wanted to make it to my 
next gig on time. The show must go on. In retrospect, 
I missed an opportunity as an artist. I’m more willing to 
get arrested now, in a way that I wasn’t before. Inspired 
by the activists I have met over the years. 

C$,)($( S#)/0: If you have directed or have worked with 
a director staging a sex scene, what parameters do you set in the 
rehearsal process? For example, I have worked with directors 
who are quite comfortable guiding actors through a sex scene on 
stage and know how to make the practice hall one of openness 
and trust, and I have also been in situations with directors who 
are clearly not comfortable staging a sex scene and have made the 
process quite di(cult, unnecessarily. I have also worked with ac-
tors, who despite having read the script and signed on to do a 
piece, suddenly mid-process find themselves in a position of ex-
treme doubt and fear about doing a scene that requires intimacy 
- which I di)erentiate from nudity.

S!"#$% O&'$"(: I have encountered all these varia-
tions. But what I can add to all this is that most often I 
have to deal with directing gender. That is, sometimes 
I have worked with female actors who needed very spe-
cific encouragement and direction on how to perform 
masculinity, and butch masculinity specifically. In Pony, 
directed by Bonnie Metzgar at About Face, we had an 
amazing cast and we were able to work out the shad-
ings of their characters’ gender performance through 
conversation, personal experience, looking at movies, 
reading books. In a way this work is a little like dealing 
with commedia stock types and you have to graft class 
and psychology on to gender. For example, there are 
three trans-masculine people in the play: Pony is trying 
to pass as a guy but as a working class guy who’s running 
from some abusive history and is also shy and worried 
about exposure. Cav is a “stone butch” – a masculine 
woman who’s been severely harassed in the past and 
your sexual practice is you never let your partner touch 
you because you hate the femaleness of your body and 
you carry muscle memory of violence. Heath is a post-
op trans guy who comes from money, kind of a hipster, 
and slightly e!eminate. Trans-masculine has this huge 
range and we needed to parse out these di!erences.
 I have even had to instruct cis-male actors on this 
subject! [There’s some great writing by Jack Halberstam 
in Female Masculinity about how some cis-male perfor-
mances are indebted to butch performance]. If I’m lucky 
I’m also working with a director who brings their own 
experience and can back me up and support the actor to 
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get them where they need to go. Actors often bring very 
rich personal histories with gender even if they don’t 
identify as trans or genderqueer. I know one cis-female 
actress who reads as rather feminine yet refers to her au-
dition hair-makeup-outfit preparation as putting on her 
“drag.”
 I don’t know what it says about me that sometimes 
the sexual activity in my plays requires a fight choreog-
rapher and kneepads. So there’s that. 

W!"#$% M!&&$%: Some actors are dreamy when it 
comes to organically finding the moments and can be 
so instructive about what “works” onstage and is true to 
the characters and some are so caught up in their own 
insecurities and fear of being “seen” that the machina-
tions they create destroys the work. I have empathy for 
all who have fears of being vulnerable, but, you know, 
take that fear to your therapist’s o!ce or your medita-
tion practice and figure out a way to bring yourself fully 
to the work before you. Actors’ fears when not chan-
neled into the work and the humanity of it are destruc-
tive forces. It’s so hard to know in advance who’s not go-
ing to be able to stand up to the work and be generous. 
It’s probably the most painful thing I’ve encountered, 
because that line between being empathic and tender 
and enabling someone’s behavior that is limiting his/
her/trans and in the process eroding the scene work – 
it’s a disaster. It churns my stomach and infuriates me. 

I find myself wanting to say to the actor, be as brave in 
this arena of intimacy as you are in the other places, we 
need all of you, show up! Fear – my own, your own, our 
own – it has to be walked through or there’s just no point 
in showing up.

A""!$ S'%!"(&$: Easy answer. I simply couldn’t work 
with a director that was uncomfortable staging sex, or 
intimacy, or even being around sex. That’s just out of 
the question. It’s hard enough, no pun intended. This 
said, some emotional challenges/conflicts and some 
questioning are good to have. 

C)%!*)* S+!,-: There’s a little theatre joke that goes 
“German theatre is all blood, sex, and cum.” An exaggeration, 
naturally, but there is something to be said about the unapolo-
getic nature of much of contemporary German theatre and new 
writing in its portrayals of sex and sexuality. I certainly think that 
perhaps a roundtable such as this would hardly be at issue in a 
German theatre magazine! So, all to say, do you think there is 
still a US “dilemma” around portrayals and writing about sex 
and sexuality in theatre and new writing? Despite the fact that 
we have gone through Dionysus in 1969 and much more since? 

T-./)0 B%)*0-)1: Yes. There is certainly a “dilem-
ma” around portrayals of sex in the American Theater. 
Sex often happens in between scenes, or under covers, 
or behind a couch, if at all. Obviously every sexual situ-
ation on stage is di"erent. However, sexuality is one of 
the most fundamental aspects of being human, and to 
whitewash that from our drama makes it less potent. 
That being said, there are some very adventurous the-
aters in this country who are dedicated to pushing the 
boundaries of what theater can do.

A""!$ S'%!"(&$: From 1989 until about 2004, I did 
more great theater gigs and made way more money in 
Germany than any other country, including the USA. 
Germany was where my work was most appreciated, 
most successful in every way, which came as a total 
surprise to me, especially as a Jewish blooded person. 
When I compare audiences, generally Germans are 
more comfortable with sex on stage, and in art. They 
are quietly enthusiastic. Americans are demonstrably, 
loudly enthusiastic. German audiences seem more ma-
ture about sex, and Americans more excited about sex. 
I love both. 
 I didn’t see Richard Schechner’s Dionysus in ‘69. How-
ever he brought his NYU performance studies class to 
Show World Center on 42nd Street where I was perform-
ing my burlesque show at the time, Nurse Sprinkle’s Sex 
Education Class. He asked me to do my burlesque show 
in the middle of his experimental theater piece Pro-
metheus Project. From that experience I was introduced 
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to the “art audience,” which I fell madly in love with. I 
think doing sex in performance is perceived di!erently 
by di!erent audiences with di!erent needs and inten-
tions. Change the type of audience and context, and 
you change the show, even when the show is exactly the 
same show. 
 I’m reminded of the old days of Times Square. Broad-
way was the center of American theater, and it was in-
termixed with lots of adult entertainment and live sex 
shows. The plays Gypsy and Hair informed my entire life. 
You had Hair, Oh Calcutta!, Let My People Come, and oth-
ers all playing in and around lots of adult entertainment, 
and around the big time mainstream theater produc-
tions. You don’t have that kind of theatrical diversity 
anymore, anywhere. 

S!"#$% O&'$"(: I will be interested to see how my 
work moves through the world now that trans visibility 
is increasing. One thing I think about is that after liv-
ing (totally ambivalently!) as a woman for 30 years I’m 
not ineligible for “women’s” awards that, this is my 
assumption now, seek to promote a historically under-
represented gender. So if that’s the mission, I encour-
age those organizations to consider whether opening 
their calls to “women and trans people” in the way that 
the Leeway Foundation in Philadelphia has done might 
even deepen their project. I’m two years into my transi-
tion from female to male, but I still read as visibly queer 
– I’ll let you know when I start receiving male privilege! 
Trans people face similar hurdles to cis-women in estab-
lishing their careers, as well as some new ones.

C$)*($( S#*+,: Do you think the insistent strain of Puri-
tanism marks our theatre the way it marks much of our cultural 
landscape?

W*%-.) M*"".): Painfully so. It’s so limiting for all 
of us. It’s also what’s appealing about a play like Albee’s 
The Goat, because you find yourself asking, wait, can a 
goat love a human? Can a goat want sexual intercourse 
with a human? And then you realize you’re asking that as 
a human, and that perhaps goats love fucking as much as 
they love eating. And then you go back to being a human 
and you ask, but how does a goat give consent? What 
does a goat’s no sound like? But the point is, it raises 
the question of what are our cultural mores are and how 
are we imprisoned? Even my own notion of what consti-
tutes representations of gratuitous sex is a result of my 
own Puritanical leanings – who am I to determine what 
gratuitous vs. earned sex is? It’s my own barometer, and 
sometimes I have to check myself and ask by whose rules 
am I playing? Where are my judgments and do I want to 
check my self-righteous meter at the door?

A%%*. S/)*%0".: Absolutely. It’s very strong. I pre-
fer to think of the Puritanism as all part of fun. ‘Puri-
tans’ help me feel like what I’m doing is important, and 
meaningful. If I fight against them, let them get to me, 
then they win and I lose. Better to embrace people who 
think, and act, radically di!erently than I do, and bet-
ter to appreciate the controversy they generate as good 
promotion and publicity. Otherwise, I might feel at-
tacked, battered, get scared, get PTSD, and never want 
to do theater again.

S!"#$% O&'$"(: I think people fear the unknown. I 
try to be friendly and get a decent haircut.

C$)*($( S#*+,: Do you think that there continues to be a 
divide between what is “allowed” in regard to representations of 
sex and sexuality and/or theatrical explorations of gender politics 
in a new play depending on whether it plays at a “major” regional 
venue or a “small” garage/storefront theatre? If so, why? If not, 
why not? And if so, has it ever a(ected what you make/choose to 
write about?

S!"#$% O&'$"(: I toggle between thinking about this 
and not thinking about this because it can really para-
lyze me. When I’m thinking about it, I think that when 
a play hits the right balance (or sweet spot as director 
Kip Fagan would say), and it’s di!erent for each theater, 
between relatable form and edgy content (or the op-
posite) then it can take o! – look at Angels in America. I 
think about whether a well made play with trans charac-
ters will be more digestible than a formally challenging 
play with trans characters. Mission Paradox blogger Adam 
Thurman would say it’s only ever about the quality of 
the artwork. And I believe him. But there are also other 
factors like where are we in history. I have to acknowl-
edge also that if my play is about super trans people and 
super trans issues in a super trans shape (what’s that!), 
it might fulfill my community’s desire for representa-
tion but not speak to a broader audience. But, as I said, I 
must forget all of this while I’m writing. That’s actually 
my new favorite prompt: forget everything you know 
about playwriting. I hope my work zooms out and en-
compasses a trans character in the context of the wide 
world, which is actually where I live.
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A!!"# S$%"!&'#: Size doesn’t matter! It’s not the size 
of the boat but the motion of the ocean. Theaters that 
had issues with my sex related theater work didn’t in-
vite me. Those that invited me were totally welcoming 
and supportive, even when there was controversy. I did 
theaters from 100 seats to 1200 seats, in little cities and 
big. Twelve hundred seats is way too big for me. It takes 
too much energy to do sex related work in a theater that 
huge. I need and want some intimacy. I don’t subscribe 
to bigger is better, but good fits and bad fits. Of course 
I have actually done shows on Broadway, even had my 
name in lights on Broadway – several times. At the Avon 
7 when I performed live sex shows. But I digress. Or 
maybe I don’t. 

C(%")() S*"+,: Personally, I despise the distinctions of 
“big” and “little” theatres, but there are undeniable facts at least 
in the new writing field that is theatre-based and not perfor-
mance/visual-arts-based about what is deemed by producers as 
“subscription-audience-ready” and not, y’know? 

W"!-#% M"''#%: This undercurrent of not wanting to 
alienate audiences is actually projection; people are so 
alienated from their connection to their sexuality, cre-
ativity and aliveness that they have an impulse to shut 
it down. It’s like living in that Footloose town, no danc-
ing, people, no dancing. I salute the bold gatekeepers 
who are willing to foster challenging work that exists 
outside sitcom plays. We are desperately hungry for art 
that moves us because we don’t have a lot of public and 
shared ritual, and theater o!ers a dual individual and 
collective experience in a contained time and space. 

C(%")() S*"+,: Does one stay p.c. about gender politics on 
stage or push against what is p.c.? 

A!!"# S$%"!&'#: It depends is the answer. Depends if 
it’s time to push, or not. Two steps forward, then if nec-
essary, one step back. We can all learn and grow, and if 
we learn, we win. We have to be willing to make “mis-
takes.” Like with sex. If you don’t at least try something, 
you have a pretty boring life, or play as it were. I think 
you can figure out how to be both p.c. and still make 
your point loud and clear, and be provocative. But it can 
take some finessing, and some time to figure it out. Just 
putting the work out there can create a point of refer-
ence for thought, feelings, and conversation, which can 
move the writer, the performer, and the culture along 
forward.

S.'*(! O/0('): For me the only intellectually hon-
est and artistically forward-moving direction is to keep 
representing the under-represented. And to me that’s a 
diversity of gender experience and the experience of 

gender-based oppression. Among other things.

C(%")() S*"+,: The famous NEA scandal over the NEA 
Four seems far, far away in people’s minds. But I think much of 
the way arts funding has been structured since has been in some 
way in reaction to that scandal. It changed everything and it did 
place this question of art’s “utility” to society at the center of the 
arts debate in a manner that is still with us. How do you see your 
examinations and explorations of gender, sex and sexuality in 
your writing within or outside of the art-as-serving a prescribed, 
identifiable social good paradigm? if at all? 

S.'*(! O/0('): I think it’s certainly forced me to 
be more articulate about the work’s place in society. I 
might postpone a project until I can work that out. But 
that turns out to be useful because it reveals to me that 
I don’t know what the seed of the conflict is yet. And 
when I figure that out I feel it enlarges the project. I’m 
working on this play about the avant-garde jazz guru 
Sun Ra who was African-American because to me he’s 
a queer hero. His is the story of how our society deals 
with its outsiders. The United States both domestically 
and internationally has a deficit of empathy (is that what 
we exorcise with all these anti-heroes on TV?). We still 
have crimes of unthinkable sexual and gender-based 
violence right here in our superpowered backyard. We 
have those few mentally ill people among us who trem-
ble on an edge of destruction. How do we address this 
violence? We know what the consequences are if we 
don’t. 

A!!"# S$%"!&'#: Right. So-called “edgy art” just 
doesn’t get funded any more. It’s the NEA’s loss. But 
there are other grants, and funders now that aren’t shy-
ing away from “edgy,” to compensate for the lack of NEA 
funding. Kickstarter is picking up some of the slack. 
From my experience, there is ample opportunity to do 
sexually related theater and performance art all over 
the USA, Europe, Australia, and even Latin America. 
It seems that there is more interest than ever. My part-
ner/collaborator, Beth Stephens and I have gotten three 
nice San Francisco Arts Commission Grants. I love that 
my city is funding my work. That makes me so happy 
and proud. When I did my first one-woman show, Post 
Porn Modernist, in 1989, it was part of that conversation 
because the Kitchen where I performed was funded by 
the NEA. Senator Jesse Helms calling my show “a sewer 
of depravity” on the congressional floor catapulted my 
career forward. Let’s be honest, controversy can be real 
good for business. I owe Jesse a great deal of gratitude. 

C(%")() S*"+,: Do you think a situation like the one Mae 
West was in during her censorship trials could occur again in the 
US? If so, why? If not, why not? 
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A!!"# S$%"!&'#: The pendulum of freedom and re-
pression swings back and forth constantly. We have 
to use our freedoms, or they can quickly get snatched 
away. The prostitute’s rights movement has really been 
hit hard lately. There is a major war on whores that is 
worse than ever in the USA. Sex worker rights activists 
are losing ground. I see (consensual) prostitution as a 
kind of private performance art and/or the theater of 
the boudoir. 

C(%")() S*"+,: When I work with student writers, I al-
ways say “our theatre needs more sex and poetry.” It’s life-blood. 
Look at Euripides! Look at Shakespeare! etc. What emboldens 
you to keep exploring gender politics, constructions of gender 
roles in society, and sexuality and sensuality on stage? 

A!!"# S$%"!&'#: Wanting to make the world a more 
love-filled, sexually educated, compassionate place. 
Wanting to make the world into a big, Garden of Eden 
filled with sensual delights, plenty of food, clean air and 
water, which everyone can enjoy. 

S-'*(! O./('): The practice of honesty. And also 
David Greenspan.

C,".( H01+,"!.2!: If I’m being honest, I really 
don’t feel emboldened at all when I write about gender 
politics and sex and all that. I really am quite tone-deaf 
when it comes to propriety and shit, so I just write what 
moves me. It’s only when the audience responds that it 
even occurs to me that something is “edgy” or “raw” or 
whatever. Hell, Tina Howe had to point out to me that 
the play I’m working on right now is “brave” because 
it unapologetically lays female sexuality out there. I 
didn’t know. I didn’t know because it never occurred 
to me that that might be something to be apologetic 
about. So I don’t know if that counts as brave. Shit, y’all, 
I don’t know what I’m doing.

A!!"# S$%"!&'#: Here in San Francisco we have quite 
a lot of new performance and theater with sexuality in 
it. Come visit! We have a thriving community of artists 
like Keith Hennessy who just won a Bessie award; Guill-
ermo Gomez Pena, a MacArthur Genius, has his Pocha 
Nostra central headquarters here. We also have some 
amazing young sex worker artists and stage performers, 
like Madison Young, Sadie Lune. Even John Waters has 
moved here. The new piece I’m working on now with 
my life partner Beth Stephens, which premieres in five 
weeks, is called Earthy – An Ecosex Bootcamp, and is being 
funded by a grant from the San Francisco Arts commis-
sion. 

W"!1#% M"''#%: I want my work to reflect my life, 
so I make art to pose questions about identity and to 
provoke investigation of self and others. I don’t have 
a distinction between my own interior personal and 
political, I’m just hell-bent on asking, why do we make 
the choices we make, how do we take responsibility for 
our flaws and where can we access empathy? For me, 
isolation – di!erent than solitude – feels like death, so 
how do we connect in the rough places? I’m a human, I 
want to be touched and I want to touch, it’s always that 
simple.
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