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Foreword 
 

 

 

  

From the earliest days of planning the structures behind the 
Birmingham 2022 Festival, we knew it was essential for the 
Festival to lift up all voices in the city, particularly those 
underrepresented culturally and socially and those outside of 
positions of power. But we also knew that commissioning on 
this basis is not enough alone – for LGBTQ+ artists and 
audiences, for instance, simply engaging with the Festival is a 
complex task and one heavy with emotional labour, to be 
invited to join a celebration of the Commonwealth while 
homosexuality continues to be criminalised in a majority of 
member nations. To draw in LGBTQ+ responses to the moment 
of the Festival was to embrace honest responses to this ever-
present injustice, and to unpack the extent to which LGBTQ+ 
oppression across the Commonwealth is a legacy of the British 
Empire which continues to be reinforced to this day. 

Meanwhile in our towns and cities, LGBTQ+ communities still 
lack the social spaces, still lack the public voices, and still lack 
the intersectional support to address the wealth of aggressions 
and inequalities that they face. Simply being openly LGBTQ+ in 
this world is an act of resistance – to be visibly and publicly 
joyful is a challenge to a world that still tells you that you should 
not occupy space. The issues are not historical, they are real 
and present and close to home – from a rise in homophobic 
attacks, to higher instances of mental health issues, to trans 
persecution. 

Each of the projects in this report aspired to create 
transformative, meaningful, accessible and sustainable change 
for Birmingham’s LGBTQ+ communities and how they live their 
everyday lives. 



 
 

The Commonwealth Games adds a further layer of complexity 
to this. Its festival of elite sport brings thousands of stories of 
young people from all over the Commonwealth together in one 
moment, and consequently draws issues of inequality into a 
tight focus and into mainstream discourse. It can also show how 
regularly and easily LGBTQ+ and racial inequalities are 
intertwined – when South African intersex athlete Caster 
Semenya is told by the Court of Arbitration for Sport that she 
will need to take hormone-lowering agents, or have surgery, if 
she wishes to continue her career, this is a contemporary act of 
violent colonialism by a new name. 
 

 

 

Birmingham 2022 Festival created a highly visible moment 
when Birmingham was in the global spotlight, offering a fresh 
opportunity to show this diverse and inclusive city being actively 
political and engaged in shaping its own future. We knew this 
moment gave us the opportunity to positively disrupt 
perceptions of the city and positively disrupt structural 
inequalities in the city and sector. 

In the case of Healing Gardens of Bab, this scope was 
international, supporting and platforming LGBTQ+ artists from 
Commonwealth nations beyond the UK and particularly First 
Nations artists and organisations. But in the context of the 
Games, the scope for all the work becomes international 
because through being proudly supported by the Birmingham 
2022 Festival, we are changing the Commonwealth’s received 
narrative and moving the dial in Commonwealth cultural 
advocacy for LGBTQ+ communities, pushing the door for 
further iterations of the Games to pick up the mantle and take it 
further. 

The three projects explored in this report form a portion of the 
Birmingham 2022 Festival’s response to these layered 
contexts. The projects were designed by three extraordinary 
lead creatives with the aim of giving new power and agency to 



 
 

LGBTQ+ communities, and particularly to disabled people, 
trans people, and people of colour within these communities, 
where even more barriers are in place. The work always had 
multiple aims – but always key was to draw better attention to 
the inequalities experienced by LGBTQ+ communities locally 
and across the Commonwealth, and for the work to support 
teams of LGBTQ+ creative practitioners from a range of 
disciplines to develop and deliver, in partnership with local 
LGBTQ+ communities. 
 

 

 

 
  

All three commissions had climax presentation moments, but all 
were also underpinned by long periods of work with 
communities in the city, creating new LGBTQ+ spaces and 
building new LGBTQ+ networks and connections which could 
last beyond the end of the Festival. Mobilise builds new 
inclusive sober social spaces to dance, The Healing Gardens of 
Bab creates a haven for reflection, calm and solidarity with 
queer people from across the Commonwealth, and Dorothy 
Towers gives voice to an overlooked queer community and 
queer heritage of the city. 

We never doubted that the effect of this significant investment 
in local queer talent and audiences would be profound, as has 
been the case – with an upskilled creative community, and 
many examples of engaged audiences ‘seen’ for the first time. 
In its own way, this work transformed our city – into a city of 
sober progressive dance parties, of institutions changing their 
approach to queer work, and of minority heritage embraced and 
better understood. These changes will live on in the artists, the 
organisations and the audiences – and in the ways of working, 
which we hope to share with you here. 

– Tim Hodgson 
Senior Producer, Birmingham 2022 Festival 



 
 

A Note on Terminology 
 

 

Through this report, for purposes of consistency across multiple 
projects, we have used the acronym LGBTQ+ since each 
commission identified its artists and communities using slightly 
varying terminology. We acknowledge that the language is 
always evolving and we do not intend to minimise the presence 
of communities represented by the “+” sign. 

It is important to note that these acronyms are based on 
Western understandings of sexual orientation and gender 
identity, and many people may not feel represented by any 
such terms. This is particularly key to Healing Gardens of Bab, 
where events like the Two-Spirit Ball celebrated an indigenous 
identity distinct from any represented within the 
sexuality/gender acronyms which would typically be recognised 
in the UK.  
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[The contents page of the standard print version shows an 
image of a placard with the following text: 
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Birmingham 2022 Evaluation Overview 

As part of the Birmingham 2022 Festival, we have 
commissioned nine evaluative reports. These are as follows: 

• Birmingham 2022 Festival Evaluation – Indigo-Ltd 
Consortium 

• Untold Stories: Case Studies – Indigo-Ltd Consortium 
• Skills Development: Case Studies – Indigo-Ltd Consortium 
• Inclusive Practice: Case Studies – Indigo-Ltd Consortium 
• International Collaboration – The Audience Agency 
• Critical Mass – The Audience Agency 
• LGBTQ+ Space – Dr Roz Stewart-Hall 
• Creative City Grants Programme – M·E·L Research 
• Route 34: North Birmingham Alliance – Earthen Lamp 

Suppliers for eight of these reports have collected qualitative 
data against bespoke evaluation methodologies, specific to the 
projects (or collection of projects) they are working with. This 
has totalled qualitative engagement with 52 projects across the 
programme. The consortium of our overarching report, the 
Birmingham 2022 Festival Report, have focused on collecting 
quantitative data. This has totalled quantitative engagement 
with 203 projects across the region. Qualitative-focused 
suppliers have then used quantitative data in their respective 
reports. 

We have chosen to publish our evaluation as nine reports to 
adequately represent a large, broad, and diverse set of projects 
that make up the Birmingham 2022 Festival. Whilst these 
reports come together to present the unified, collective narrative 
(outlined in the Birmingham 2022 Festival Evaluation Report) 



 
 

they individually display tangible and nuanced learnings and 
impacts. We hope that in the combined reading of the macro 
and the micro the Cultural Sector and its wider stakeholders will 
seek to take forward these learnings from our practise and 
impact. 
 
– Fabio Thomas 
Monitoring and Evaluation Manager, 
Birmingham 2022 Festival  



 
 

[Page 3 of the standard print version shows an illustration 
containing the following text: 
 

 

 

 

 

Our closing reflections on… 
Mobilise 
by project artists and steering group members 

Facilitated by Adam Carver and Fatt Butcher 

2022 
29 September 

Visual notes tamara-jade kaz (@tamarajadekaz) 

Do you think Mobilise has been important to the LGBTQ 
community. 
• I missed connecting to my community through dance 
• I got my queer community back because my needs 

around noise and sobriety were met on the dancefloor 
• my time felt valued 
• I appreciated being paid well for my time and expertise… 
• our work can be undervalued 
• being a part of Mobilise made me feel welcome as newbie to 

Brum 
• it was important to see us at the front of the march instead of 

a bank 
• I no longer have to leave the city to find my community 
• us leading the parade felt important 
• as a parent of a trans kid, I know my child sees the Mobilise 

community as his people 
• in Mobilise I found a new family [arrow] which had been hard 

to find before because English isn’t my first language 
• I want this to be something I’m involved in every month for 

the rest of my life 



• it’s been great to know each other on a deeper level…and to 
centre our joy

• non-judgemental and low pressure space
• Mobilise transformed my scepticism about Pride
• it felt good to actually have something to say!
• usually Pride for me becomes about making money – this 

was a refreshing change
• people felt comfortable
• autistic people felt free to stim on the dancefloor
• I felt able to say when I was tired and then rest
• having a sober space allowed non-drinkers to feel welcome
• this might include:
 substance–dependant people
 people of faith
 disabled people
 people on medication
 anxious people
+ more

• visibly Muslim people could feel more connected to the
broader LGBTQ+ community

What impact do you think Mobilise will have going 
forward? 
• more sober-inclusive events
• a higher standard for accessibility at other LGBTQ+ events

and groups
• we should create an open source manual form other

groups
• I want to take this model to Prides in other cities
• We have a toolkit so we can do something like Mobilise

again
• new bonds and friendships
• informal sub groups have already formed from Mobilise



 
 

We loved Mobilise, but some things about B’ham Pride let 
us down 
• I felt scared because of the security issues during the 

March 
• photographers were invasive  
• unfortunately homophobic people shouted me on the 

way home 
• the parade route was inaccessible because it crossed the 

tram lines 
 

 
 

 

 

What next for Mobilise? 
• more parties 
• using the Mobilise themifesto as a template for further 

work 
• developing Mobilise into its own organisation? 
 a CIC? 
 a charity? 

• marching at Pride together as a group again! 
• reaching more excluded LGBTQ+ people – it feels like 

we’ve just scratched the surface of our potential reach!] 

The Evaluation Consultant’s Process 

The evaluation consultant worked with teams and lead artists of 
Mobilise, Healing Gardens of Bab, and Dorothy Towers to 
establish bespoke evaluation frameworks and qualitative data 
collection methods with each of the projects. 

As part of this process, the evaluation consultant worked with 
lead artists to write and agree a set of questions that were 
added to the surveys for quantitative data collection. The 
frameworks also enabled the lead artists and the evaluation 
consultant to produce more in-depth yet open questions, 
provocations and prompts to use in interviews and sense 
making.  



 
 

This led to a series of one-to-one interviews and group sense 
making sessions across the projects. Notes from one-to-one 
interviews were shared with interviewees for their comments 
and corrections prior to analysis, to ensure transparency and 
approval. 
 

 

 

 

 

  

This approach enriched the process for all involved by 
stimulating spaces in which people could make explicit that 
which they had experienced, identify the value of their own 
contributions, and recognise their own learning in an ongoing 
way. It also proved to be a useful process in some instances, 
for professional development. 

In Mobilise visualisations of meetings and of the final sense 
making session were effective ways of documenting the 
discussions. Creative activities such as flag making were useful 
as part of sense making as ways of initiating discussions about 
how people felt following the Pride march. 

The specifics of interviews and sense making across each 
project are outlined below. These all took place in 2022. 

Mobilise 

20 July – Questions added to quantitative survey for audiences 
5 September – Film made to share provocations with and 
gather evidence from Mobilise steering group 
29 September – Sense Making with dancers and participants 
30 September – Interview with lead artist 
3 October – Interview with dance artist 



 
 

Healing Gardens of Bab 
 

 

 

 

 

 

14 June – Questions added to quantitative survey for 
audiences 
14 September – Sense Making session with steering group 
26 September – Sense Making session with team 
27 September – Sense Making session with steering group 
27 September – Interview with BMAG Curator 
11 October – Interview with international artist 
11 October – Interview with international producer 

Dorothy Towers 

24 August – Questions added to quantitative survey for 
audiences 
3 October – Interview with lead artist 
3 October – Interview with participant 
7 October – Interview with editor 

Quantitative Data 

Quantitative data used in this report has been taken from the 
overarching evaluation framework for the festival which 
incorporates data as reported by projects. 

Audiences as part of projects were measured in two ways – as 
direct and indirect. Direct audiences represent audiences who 
were actively counted, either via ticketing, digitally, or manual 
counting. Indirect audiences represent people who were in the 
same space as the artwork, but we don’t know interacted with it. 
This most frequently pertains to public realm work and is most 
frequently estimated based on footfall data. For indirect 
audience figures we have used a multiplier (derived from 
audience research) to predict how many people, of the total 
indirect figure, did engage with the work.  



 
 

Sessions in this context represent any opportunity for a 
participant or audience member to engage with a project. This 
could be (but is not limited to) a session of filming with 
participants, a co-creation workshop with community members 
or a performance. In the context of public realm and exhibited 
work – one day where the work is open and can be seen, 
represents one session. 
 

 

 

 

 

Themes 

This report presents evidence from three projects, gathered 
through the process outlined above. The evidence has been 
analysed and is collated in relation to the following three 
themes: 

Change in and across the system where a wider range of arts 
and cultural organisations, practitioners and artists are able to 
undertake meaningful and high-quality work with different 
communities. This means an ecology of arts provision that 
works better, individually and collectively, for all kinds of people 
and communities. 

Shifting power where communities are empowered to make 
decisions about their cultural lives and able to access the 
resources and partnerships they need in order to pursue these 
ambitions. 

Diverse and inclusive sector where the arts and cultural 
system is more diverse and inclusive in its leadership and 
workforce with many more people in these roles coming from 
communities which currently experience inequality and 
discrimination.  



 
 

Executive Summary 
 

 

 

 

Executive Summary 

Mobilise, Healing Gardens of Bab and Dorothy Towers have all 
used very different art forms and spaces to produce a 
programme of work. For Mobilise the lead artist was Adam 
Carver, Director of Fatt Projects, for Healing Gardens of Bab 
this was Aaron Wright, Artistic Director of Fierce Festival and for 
Dorothy Towers the lead artist was Sean Burns. These lead 
artists have worked in different ways to develop and produce 
work that relates to the three themes outlined above, but which 
is also reflective of the priorities of people marginalised within 
the LGBTQ+ community. 

The ideas and priorities of people traditionally underserved by 
the gay scene’s clubs and pubs, which constitute the main 
social spaces for the community, have evolved new party 
spaces through Mobilise. These have been a springboard for 
the elevated platform of the Birmingham Pride march. Mobilise 
has transformed the Pride march by replacing the usual 
corporate lead with a group of ‘marginalised queer bodies’, who 
were carefully choreographed and carried placards claiming, 
‘Our Joy is Political.’ The presence of Mobilise has brought joy 
and inspired audiences at the Pride march and has also 
surfaced valuable learning for future Pride events. 

Co-producing Healing Gardens of Bab has ensured that a wide 
range of perspectives have informed the decision-making 
process. This has happened primarily through the roles of the 
steering group members who have brought with them a wide 
range of life experiences and for whom access to LGBTQ+ 
community has not necessarily been straightforward. Their work 
has been inspired and informed through the expertise of the 
Fierce team, who have drawn upon their international networks 



 
 

to programme a broad variety of work, across a spectrum of 
spaces, in and beyond traditional cultural venues. The 
programme has effectively informed practice consistently 
across these spaces not least through new perspectives 
brought by people from Commonwealth countries. The work 
has offered a new lens as well as sharing stories of people 
often marginalised and through this has elucidated significant 
learning points for the sector. 
 

 

Life in Dorothy Towers has shifted over time for Birmingham’s 
LGBTQ+ community, according to the social context and 
dominant opinions of the time. Some residents have lived 
through multiple incarnations of these tower blocks, 
experiencing prejudice towards the towers and the residents. 
The lead artist Sean Burns has demonstrated how to work in 
slow and care-centred ways to evolve an ethical documentary, 
engaging in dialogue with residents over a significant period. 
Using 16mm film, a new medium for this artist, Sean has crafted 
a film that presents an interwoven assemblage of individual 
narratives, bound together by a distinctive visual exploration of 
the architecture of the towers and the surrounding area and 
accompanied by a consonant soundtrack. The process shows 
the value of the approach, enabling the profiling and sharing of 
otherwise hidden working class LGBTQ+ experiences, 
documenting these before they are lost, so that future queer 
generations might be more aware of this lineage. 

As is evidenced throughout this report, all three projects have 
contributed to the cultural sector in significant ways, as they 
have brought about change in and across the system, informing 
an ecology of arts provision that works better for everyone. The 
projects have effectively shifted power, ensuring that 
communities have made decisions about their cultural lives. All 
three projects have also informed the development of a more 
diverse and inclusive sector, where the arts and cultural system 



 
 

is more inclusive of people coming from communities which 
currently experience inequality and discrimination. 
 

 
  

– Dr. Roz Stewart-Hall 



 
 

Mobilise by Fatt Projects 
 

 

 

 

 

 

Overview 
Mobilise has been developed and designed by Adam Carver of 
Fatt Projects, for queer people whose bodies have been 
marginalised, to become more visible. 

Fatt Projects conducted a consultation with LGBTQ+ members 
in Birmingham in 2020 and found that some people don’t 
always have access to clubs and dance spaces in the LGBTQ+ 
community. For example, the consultation found that:  

“90% of people said having a safe space to dance was 
important to them, but only 58.7% said they felt 
comfortable going to existing LGBT venues, and 56% 
reported that there were significant barriers preventing 
them from going dancing in the city (e.g.. lack of accessible 
bathrooms, body shaming, safety on public transportation). 
A number of responses (particularly from disabled and 
trans people) expressed a sense of anxiety, 
conspicuousness, awkwardness and embarrassment when 
dancing.”1 

“56% reported that there were significant barriers 
preventing them from going dancing in the city... for some, 
the only space they felt safe to dance was at home.” 
– FATT Projects Consultation 

“Whilst almost all expressed a desire to dance, their 
responses identified key barriers around confidence and 
visibility for those who do not/cannot confirm to cis, 
heteronormative, and ableist expectations of 
expression/body, and that for some, the only space they 
felt safe to dance was at home.” (Note 1)   

https://www.fattprojects.org/projects/mobilise


 
 

Given that these are spaces that we tend to think of as all 
people having access to and given their significance as a social 
space for the LGBTQ+ community, Fatt Projects sought to 
address this issue. Dance spaces have a long significant history 
for the LGBTQ+ community, as is articulated by one of the 
Mobilise artists: 
 

 

 

 

“It’s interesting because it’s part of a cultural lineage, with 
joy taking the shape of dance, it’s harkened back to the 
images of club scenes in the 80s and even before that, in 
the early 1930s pansy craze (note 2), and how that came to 
the UK and how it was all about enjoying your body and 
what your body can do and how the expressions of that are 
part of the DNA of the community.” 
– Interview with Mobilise Artist, October 2022 

Mobilise was developed to build on this cultural lineage and 
make it one that more people can access. 

Fatt Projects organised a series of parties to which people who 
cannot access or don’t feel comfortable in existing clubs and 
dance spaces were invited, to develop dance routines with 
artists and to share in the joy of dance, as a way to escape and 
connect. Some of these dancers then led the Birmingham 2022 
Pride march, dancing at the front and taking centre stage in a 
highly coveted position in LGBTQ+ space. 

The presence of the Mobilise dancers leading the Pride march 
at Birmingham Pride made people who are often not seen in 
dominant or mainstream representations of LGBTQ+ 
communities more visible. Mobilise PR and social media, 
including photo documentation of the parties, also raised the 
profile of people who are often not seen in dominant or 
mainstream representations of LGBTQ+ communities and 
challenged the dominant and mainstream perceptions of these 
communities and how unrepresentative they might be.  

http://www.theguardian.com/music/2017/sep/14/pansy-craze-the-wild-1930s-drag-parties-that-kickstarted-gay-nightlife


 
 

As evidenced in the following section, people dancing at 
Mobilise parties developed greater confidence about dancing 
in public and consequently felt more empowered to represent 
themselves in public space. The dancers and participants 
developed a set of friendships and connections through the 
parties, nurturing a greater sense of connectivity for people who 
are often not seen in dominant representations of LGBTQ+ 
culture, to the Birmingham LGBTQ+ community and cultural 
landscape. The connections that have been made are the 
starting point from which Mobilise members can work together, 
generating a movement to bring about more inclusive and 
representative social spaces for the wider LGBTQ+ community. 
 

 

 

  

Mobilise has tested ideas around developing more inclusive 
practice through using creative technical devices such as silent 
discos (note 3). Fatt Projects used ‘silent discos’ as an easier 
way to access dance, as it creates a space in which people can 
dance in individual ways because everyone can be dancing to a 
different beat. Furthermore, it is more accessible for people in a 
variety of ways, for example, people can make as much sound 
as they like without being self-conscious about it and change 
the volume to suit their needs. 

[Page 11 of the standard print version shows an illustration 
containing the following text: 

Talking Birmingham Pride at Mobilise 
visual notes by tamara-jade kaz 
• being queer is more than an aesthetic 
• no cops at Pride 
• Pride is a place to exhale 
• you can’t bottle me 
• stop sanitising my queerness 
• protest and celebration can go hand in hand 



 
 

• all of pride should be free 
• we need to dance 
• Pride should feel transgressive 
• disabled expression warms my heart 
• more sober spaces 
• Pride shouldn’t have a pay wall - it’s too expensive 
• centre community 
• protest can be quiet too 
• quiet reflection/the party – I like a balance 
• I hate being made to feel like I’m not queer enough 
• Pride is about being seen + seeing others 
• freedom freedom freedom freedom 
• no Pride without ramps 
• access must be baked in from the start 
• tired of bi-erasure! 
• take us seriously 
• no more Pride commercialisation 
• more fats more femmes 
• power to the working class 
• no more violent security 
• I used to sneak out to Pride on the tram as a teen under a 

hoodie 
• it’s become a festival instead of a protest 
• trans people don’t always feel safe at Pride 
• queer Muslims exist 
• don’t Truss the Rishi class 
• we don’t need banks at Pride] 
 
Event Visualisations by Tamara-Jade Kaz  



 
 

LGBTQ+ artists have worked together with Fatt Projects and 
the project participants, supporting them to develop innovative 
approaches to socially engaged practice. The work has thereby 
expanded the potential for queer artists and what they think 
they can do, by supporting them to develop skills in and 
approaches to socially engaged and co-created ways of 
working and making. This practice has ensured that people 
taking part in the events have steered the content and focus of 
the work, as is documented in the event visualisations (pictured 
left). 
 

 

 
 

  

Fatt Projects invited further input to shape Mobilise through 
social media, asking wider LGBTQ+ communities: 

“Tell us what’s important to you! We want to hear from our 
community, what message do you want to see front and 
centre at this year’s @BirminghamPride parade?” 
– Fatt Projects’ Twitter

Fatt Projects also established a Mobilise steering group, as a 
way of developing the programme but also of sharing learning 
from the programme with wider representatives of the LGBTQ+ 
community. This enabled the steering group members to reflect 
on the exclusive nature of much LGBTQ+ space, exploring and 
unpicking the role and function of dance in LGBTQ+ 
communities, so that they can work together to change this 
situation beyond the duration of Mobilise. This element of the 
work informs new ways of thinking about and organising club 
experiences, with the ambition of rebuilding inclusive, 
empowering club experiences for queer people whose bodies 
have been marginalised. 

https://twitter.com/BirminghamPride
https://twitter.com/fattprojects/status/1564572939344805888?s=27


 
 

[Page 12 of the standard print version shows an illustration of a 
woman with “Mobilise by Fatt Projects” written on her dress. In 
one hand she is holding a placard with the text “engaged 
75,000 people”. In the other hand she is holding a megaphone. 
The following text is coming from the megaphone: 
• 7 sessions 
• 20 volunteers 
• 678 participants 
• 96 artists] 
 
 

 

 

 

 

 

Change In and Across the System 

Through Mobilise, Fatt Projects and their associated artists 
have been able to develop and produce meaningful work with 
diverse communities across the LGBTQ+ community: 

“This experience continues to encourage me to work with 
more diverse performers.” 
– Artists’ Survey Response, September 2022 

Mobilise has led to an increased number and wider array of 
LGBTQ+ people being involved in arts, culture and heritage. 
This has included people being recruited from the LGBTQ+ 
community without any prerequisite knowledge of arts, culture 
or heritage. 

Mobilise artists have been able to produce high-quality work 
that challenges certain preconceptions and assumptions about 
the work of queer artists: 

“As a queer artist you are often made to feel like your work 
is frivolous. But I hope that Mobilise has shown people that 
with scale and time and resource, it is not frivolous.” 
– Adam Carver, Evaluation Interview, 30th September 2022  



 
 

“This is the most inclusive project I’ve ever been a part of.” 
– Artists’ Survey Response 
 

 

 

 

 

 

  

The funding for this work has provided a rare opportunity for the 
lead artist to raise the profile of queer stories and increase the 
sense of value for queer art: 

“For me, getting large-scale support from organisations in 
Birmingham is incredibly difficult, this is the first time 
we’ve been able to do something on a large scale that was 
important and necessary to the communities here in 
Birmingham that we are directly a part of.” 
– Adam Carver, Evaluation Interview, 30th September 2022 

It has enabled the lead artist to work in a meaningful way, with 
a wide range of people, to develop relevant work, through 
sustained participation and engagement: 

“It’s the first time ever that Fatt Projects have been able to 
work with so many people for such a sustained time… we 
don’t get those opportunities as queer artists very often, 
because there’s not usually the resource to do that. So, for 
me it’s been amazing… to be able to do that and to do 
something together… that’s about joy, I’m so tired of doing 
things about our suffering.” 
– Adam Carver, Wrap Evaluation Session, 29th September 
2022 

Artists involved have also benefitted from this opportunity and 
have gained experience of working in more inclusive ways: 

“This is the most inclusive project I’ve ever been a part of.” 
– Artists’ Survey Response, September 2022 



 
 

Mobilise has thereby exposed and evolved a wider range of 
possibilities than had previously been imagined by queer artists 
in Birmingham: 
 

 

 

 

 
  

“Working with Mobilise has given me a chance to re-
examine what I contribute to the local LGBTQ+ community, 
on a smaller scale and on a wider scale. It’s allowed me to 
reconnect with a joyous part of myself that wants to be part 
of people enjoying something and given me a space where 
my priority isn’t being a performer or artist, but a facilitator 
of joy.” 
– Artists Survey Response, September 2022 

“Mobilise has re-contextualised, for me, what dance can 
be, it doesn’t have to be performance, it can be about 
enjoying your body and enjoying what your body feels and 
re-centring bodies as a site of fun and enjoyment rather 
than as something that has to achieve a function to a 
certain level of excellence, you don’t have to be a trained 
dancer to have that value in the community.” 
– Interview with Mobilise Artist, October 2022 

Mobilise has upskilled queer creatives, producers and artists in 
the region, who have gained experience of working in inclusive 
and co-creative ways. This has informed artists’ perceptions 
and the plans they have for their future practice, for example: 

“Looking at sober parties and how to party without 
substances is something I’ve been thinking about, and 
enjoyment for enjoyment’s sake, those thoughts will take 
shape in the things that I take forwards.” 
– Interview with Mobilise Artist, October 2022 



 
 

“It has put me in a position where I need to confront myself 
about the language I use to describe myself and describe 
certain situations and to think about what other people are 
getting out of other events that I might be attending or 
facilitating. The idea of what constitutes a good 
performance body has been disrupted because a 
performance body is just a body that is how it needs to be 
to execute what it needs to do at that time.” 
– Interview with Mobilise Artist, October 2022 
 

 

 

 

  

“I’d say, as a black, queer, working class, non-binary fem I 
don’t usually have to check on my privilege, but being in 
Mobilise has led me to realise things that I have 
internalised, which were harmful ideas that I hadn’t 
unpacked, unpicked or challenged and I have realised the 
need for me to confront those ideas; it’s the gift that you 
need, but not what you want; it has been about me 
addressing my internalised ideas about music and dance 
that musical theatre has poisoned me with!” 
– Interview with Mobilise Artist, October 2022 

It has also raised their ambitions in terms of scale, quality and 
sense of what is possible. Mobilise has also engaged 
participants from a wide range of LGBTQ+ communities in 
creative and cultural production, which has extended their 
understanding of what can be achieved through arts activism. 

Mobilise has thereby informed the development of an ecology 
of arts provision that has been and could continue to be more 
effective, both individually and collectively, for a wider range of 
people across LGBTQ+ communities. 

“Mobilise has re-contextualised, for me, what dance can 
be...” 
– Artists’ survey response, 



 
 

 

 

 
 

 

 

 

“It’s allowed me to reconnect with a joyous part of myself” 
– Interview with Mobilise Artist, 

“Mobilise has led me to realise things that I have 
internalised, which were harmful ideas that I hadn’t 
unpacked, unpicked or challenged and I have realised the 
need for me to confront those ideas...” 
– Interview with Mobilise Artist, 

Shifting Power 

Home Office statistics show that the number of reported hate 
crimes based on sexual orientation has risen by 125% since 
2017 and hate crime towards the trans community has risen by 
155% during the same period (note 4). 

Reported hate crimes based on sexual orientation (note a 
below) 
• 2017/18: 11,592 
• 2018/19: 14,472 
• 2020/21: 18,596 
• 2021/22: 26,152 
 
Reported hate crimes against the trans community (note a 
below) 
• 2017/18: 1,703 
• 2018/19: 2,392 
• 2020/21: 2,799 
• 2021/22: 4,355 

Note a: Reported statistics in England and Wales  

https://www.gov.uk/government/statistics/hate-crime-england-and-wales-2021-to-2022/hate-crime-england-and-wales-2021-to-2022


 
 

The Pride parade / march is of great significance as a site for 
LGBTQ+ culture to be celebrated, alongside being a site for 
activism. Pride has its roots in political activism. Most Pride 
events around the world occur annually, and some take place 
around June to commemorate the 1969 Stonewall riots in New 
York City, which was a pivotal moment in contemporary 
LGBTQ+ social movements. The parade / march has always 
been an event that is about creating and celebrating the 
LGBTQ+ community and honouring the history of the 
movement. Pride has therefore been a space for platforming 
the inequalities and injustices that weave through the lives of 
people from the LGBTQ+ community. However, in the mid 
1980s it started to become increasingly commercialised and 
corporate. This has arguably coincided with the realisation of 
the amount of money that might be made from the LGBTQ+ 
community: 
 

 

 

  

“With a buying power of around 917 million dollars in the 
U.S. alone and 3.7 trillion dollars globally, it is 
understandable that corporations would try both to invest 
in queer communities and cash in at Pride festivities.” 
– The Proud Diplomat, 2018 

In many cities the presence of big commercial floats and buses, 
representing different businesses and corporate interests, have 
come to dominate the Pride march: 

“The big corporations are the only ones that can afford big 
expensive floats, so they dominate the parade and 
overshadow the LGBT+ community groups.” 
– Tatchell, P., July 2022 



 
 

The consequent presence of big companies, including banks 
and supermarkets, has been seen as problematic and at odds 
with the purpose of Pride for many members of the LGBTQ+ 
community. The dominance of mainstream multinationals at 
Pride events seems to overshadow the realities of many 
LGBTQ+ experiences, not least because it implies that queer is 
now mainstream and that we can celebrate homophobia being 
a thing of the past. 
 

 

 

 

This denies the stark reality that we still exist, in the UK, in a 
heteronormative society, where homophobia remains prevalent 
if not ubiquitous and hate crime against the queer community is 
on the increase, leading people from the LGBTQ+ community to 
have a real sense of the danger there is when being visibly 
queer in public space: 

“There is an inherent danger in being visibly queer in 
public space.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 

Pride is an important opportunity to acknowledge what has 
gone before, the struggles and sacrifices of people who have 
gone before us and to highlight this as part of a continuum, 
within which people continue to struggle for equality and to 
suffer the consequences of homophobic discrimination. 
However, Pride is equally important as an opportunity to 
celebrate queerness together. The mantra coined by Fatt 
Projects and exclaimed with enthusiasm by the members of 
Mobilise; ‘Our Joy is Political’; is therefore deeply poignant in 
this context. 

The powerful image of the carefully conceptualised costumes 
for all the Mobilise members leading Pride (designed by 
Kerfuffle Studio) and the choreography of the Mobilise dancers 
(co-created by choreographer Eric Scutaro and drag king Crip 
Ladywood) combined to establish a clear sense of 
professionalism and quality to the presence of Mobilise.  



 
 

This was reinforced as a political act through the messages on 
the placards, which were chosen from suggestions made by the 
community, and created by visual artist Ellis Miles Stewart, to 
adhere to a design that is reminiscent of 1970’s political 
campaigns. The use of colour to create visually harmony made 
for a powerful effect. 
 

 

 

 

 

[Page 16 of the standard print version shows an image of a 
placard with the following text: 
Trans Joy Is Political] 

The need to reclaim the meaning and significance of Pride is 
important for the LGBTQ+ community. The significance and 
function of Mobilise is perhaps most readily comprehended in 
this context, whereby the work has instigated significant 
change, by reclaiming the opportunity Pride presents to both 
reveal the need for political activism, not least in the context of 
structural, political, and representational intersectionality 
(Crenshaw, K. 1995), whilst celebrating the joy of queerness: 

“Specifically, the march was really meaningful to me, that it 
wasn’t led by a bank – really nice to see non corporatised 
queerness, presented up front.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 

This opinion was echoed in feedback from the public audience 
watching the parade / march: 

“I found the Mobilise group leading the parade extremely 
powerful. The group demonstrated the heart of pride and 
what pride truly means for our community. The theatrics of 
the group, though quite simple were extremely moving and 
looked glorious! The diversity of the group was so 
inclusive and I felt seen. The placards held up by the group 
were exactly the kind of messages I have been yearning to 
see, so clearly stated and front and centre of the parade, 



 
 

rather than the usual dispersal of the messages in various 
groups near the back after all the rainbow capitalism/pink 
washing floats at the front. Thank you Mobilise, my wife 
and I can’t stop talking about the impact you all made.” 
– Public at Pride, Survey Responses, September 2022 
 

 

 

 

 

Fatt Projects maximised this opportunity as one in which to 
celebrate the joy of diverse and marginalised LGBTQ+ 
experiences: 

“This year Mobilise, we’re going to be leading the 
Birmingham Pride parade which is extremely exciting, in 
years gone by often the first thing people see is the 
corporate sponsors of Pride, but this year it is going to be 
marginalised queer bodies leading the parade, we’ve got 
people from all different backgrounds, all different skin 
colours, we’ve got a variety of disabled people, people of 
all body shapes and sizes, of all ages, coming together to 
show what the community actually looks like, not just the 
narrow subset that goes clubbing or gets onto RuPaul’s.” 
– Crip Ladywood, Gorgeous Radio, September 5th, 2022 

“It was joyful to the point of emotion to see such a show of 
queer strength and resilience.” 
– Public at Pride, Survey Response 

The value of such representation was also appreciated by the 
audience of people attending the march / parade to watch, for 
example: 

“It was great to see such a diverse group heading the 
parade! Especially groups which have been marginalised 
by the LGBTQ+ community, including people of colour, 
disabled, fat and trans. It was amazing to see the group all 
dancing together, and it was joyful to the point of emotion 
to see such a show of queer strength and resilience!” 
– Public at Pride, Survey Responses, September 2022  



 
 

For people engaged in the Mobilise project, this opportunity to 
be part of a group of people bringing about a significant change 
to the usual image of the Birmingham Pride march has felt 
powerful and revolutionary: 
 

 

 

 

  

“It feels revolutionary because it is community built 
outside of capitalist structures. That sense of community 
amongst people who are there… it made every space feel 
safer.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 

Mobilise has nurtured a sense of belonging for members of the 
LGBTQ+ community who might usually feel like there is no 
space for them in that community: 

“It made me feel to be more connected with the community 
here. With the gay village, I don’t feel very connected, me 
as a person of colour and as someone who… I came to this 
country to build a new life and family… it’s so important for 
me, this project. We can make this space now for people… 
it’s not necessary to talk or speak English, just dance, just 
enjoy and you are going to create that family.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 

“I finally felt part of a group or family where I’d felt safe, 
welcomed and celebrated for being queer as well as having 
a learning disability and autism. Taking part within the 
Pride parade will be an experience that Mobilise provided 
and grounded into the root of something I’ll forever 
remember.” 
– Parade Community Participants, Survey Response, 
September 2022 



 
 

This has brought about a crucial change for some people who 
have been relatively isolated prior to this engagement: 
 

 

 

 

 

 

  

“I stopped going out in the city because… I needed to 
check my personality at the door… this project and party 
has meant that I don’t need to leave the city to find my 
community because they’re here.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 

In this way, the potential for this work to make a real and 
valuable difference for people who might otherwise be isolated 
and lonely is of great significance. This is hugely important 
given the percentage of people from LGBTQ+ communities who 
do feel isolated and / or lonely. There is a wealth of research in 
this area which shows that this is common across age groups 
and different urban and rural contexts in the UK (note 5). 

[Page 18 of the standard print version shows an image of a 
placard with the following text: 
Forget Assimilation! 
Queer Liberation!] 

The Mobilise parties have evidently nurtured a strong sense of 
collectivity: 

“Really transformational for me personally, the sense of 
connection to others and myself was very powerful.” 
– Parade Community Participants, Survey Response, 
September 2022 

“It has made me feel connected to queer communities in 
ways I haven’t been in the past, because of my 
disabilities.” 
– Artists Survey Response, September 2022 



 
 

“I have never felt so included and accepted. This was such 
a special thing to be a part of, I have found my tribe.” 
– Parade Community Participants, Survey Response, 
September 2022 
 

 

 

 

 

 

Not only does such a bonding experience counteract potential 
feelings of isolation, but it also extends people’s sense of 
safety: 

“Most incredible experience! I truly don’t think I’ve ever felt 
as safe and like I belonged in any space as I have at 
Mobilise events and rehearsals.” 
– Parade Community Participants, Survey Response, 
September 2022 

Furthermore, such connectivity promises to unite people around 
a new sense of what is possible for the LGBTQ+ community in 
Birmingham in the future: 

“Mobilise has shaken the table around which the gay 
community in Birmingham gathers and I don’t want to 
stop.” 
– Parade Community Participants, Survey Response, 
September 2022 

This is important, not least because there is still work to do in 
terms of establishing greater safety for LGBTQ+ people beyond 
the security of the group. For some members of Mobilise the 
stark contrast of feeling safe and connected in the march was 
disrupted significantly upon leaving: 

“I was physically prevented from leaving because of the 
barriers and where I did get out I was then verbally 
assaulted.” 
- Mobilise Member, Wrap Evaluation Session, 29th September 
2022  



 
 

Mobilise leading Pride has crystallised the potential to address 
such issues, and elucidated the potential for change to take 
place, across the wider LGBTQ+ community: 
 

 

 

 

 

 

“We showed people that our joy is possible and it’s very 
hard to make it impossible again.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 

Mobilise has surfaced useful learning about how to work in 
more inclusive ways, which could be taken on board by the 
Birmingham Pride committee (note 6), to inform future events: 

“I felt that Pride let us down because there were multiple 
times during the parade when I didn’t feel safe… Pride 
didn’t help me feel safe. They didn’t make the security feel 
right, there were moments when there wasn’t enough 
presence and times when there was too much presence.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 

“The route was so inaccessible… I reported on Friday that 
the cable covers were such that my chair took them out, so 
I had to go around… so it wasn’t like they weren’t warned.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 

Feedback indicates that it would be difficult for Pride to return to 
how it was before Mobilise and that it is important that the 
learning from Mobilise does influence decisions about future 
Pride marches in Birmingham. This has been widely expressed 
by members of Mobilise, for example: 

“I hope that the impact is that it will be very hard to go back 
to not having something at the front that feels important 
and that is relevant and is not Poundland.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022  



 
 

Furthermore, it is evident from the audience feedback 
presented that people watching the Pride march / parade also 
felt strongly that the change Mobilise has brought about has 
been a very positive one that will be hard to undo. For further 
example: 
 

 

 

 

 

  

“It made me feel joyful, colourful and happy. It really 
promoted equality and inclusion in the most brilliant of 
ways. It created an artistic performance at the front of the 
parade that was powerful, political and transformational. 
Everyone had their spotlight in equal terms. Wonderful.” 
– Public at Pride, Survey Responses, September 2022 

It has made me feel connected to queer communities in 
ways I haven’t been in the past because of my disabilities.” 
– Artists’ Survey Response 

Fatt Projects have consequently extended their discussions 
with Birmingham Pride and are now at a point where 
Birmingham Pride organisers are planning ways for community 
groups to apply to be able to lead the Pride parade each year 
moving forward. 

Not only did the audience respond in an overwhelmingly 
positive way to Mobilise, they also expressed a desire to be 
involved, indicating to Mobilise members the significance and 
relevance of the continuation of Mobilise parties for future new 
members: 

“The amount of people coming up to us who want to be 
involved… having that space every month to go to I think is 
really important for our community.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 



 
 

Furthermore, Mobilise has provided a methodology and an 
approach that could be replicated in future, that could be 
applied to future Pride events as well as other contexts, and 
has exemplified how successful such an approach can be: 
 

 

 

 

  

“One thing we have now is a toolkit, a blueprint, even if we 
couldn’t do another of these again, what we have going 
forwards is something to point towards. Lots of 
commercial venues won’t do something sober and won’t 
do anything involving disabled people, we have the proof 
that this is something that can be successful.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 

However, it is also the case that in any co-creative process it is 
important not to rely too heavily on previous iterations of a 
process, to ensure a truly responsive approach: 

“I’ve learned that when you are responding to the needs of 
a community the work is never done, each time, each 
iteration, each party, it will need to respond to the 
individual people who are there on that occasion, and 
having things ready and in place, which might not be used, 
is important. So, it’s useful to have some ideas even 
though you might not use them.” 
– Interview with Mobilise Artist, October 2022 

As is explored further in the following section, Mobilise has 
evolved key strategies through co-creation, such as the use of 
sober parties and silent discos, that are likely to be transferable. 
As is evidenced in the following section, the approach has 
meant that marginalised queer audiences have felt more 
community cohesion with each other and more community 
understanding of their own lived experience. 



 
 

“Having that space every month to go to I think is really 
important to our community.” 
– Mobilise Member 
 
 

 

 

 

 

 

Diverse And Inclusive 

[Page 23 of the standard print version shows an image of a 
placard with the following text: 
All Bodies Are Good Bodies] 

Mobilise has effectively enabled voices to be heard that are 
currently largely silenced, through facilitating engagement in 
powerful discourse between queer communities. The starting 
point for Mobilise was based on research that indicated the 
need to develop safe and inclusive dance spaces: 

“The journey for Mobilise has been really, really interesting 
and quite unique. Fatt Projects did consultation work in 
2020 and around 90-95 per cent of people who we surveyed 
said having a safe space to dance was really important to 
them. Only half of the people we spoke to felt like that 
already existed.” 
– Adam Carver in Pink News, 24th September 2022 

Building on this research Fatt Projects started to identify some 
of the barriers to spaces, to build and inform the development of 
spaces that are more inclusive: 

“For people whose bodies don’t fit the “normal” definition 
of what it should be – such as fat people, disabled people 
and trans people – a lot of them said that they felt more 
aware of body differences when dancing. We asked 
ourselves, can we try to create a new kind of club culture 
that meets the needs of the people who aren’t being served 



 
 

elsewhere? A space to move our bodies, empower 
ourselves, take agency of our own bodies for joy, and 
create some political or social action.” 
– Adam Carver in Pink News, 24th September 2022 
 

 

 

 

 

 

Mobilise has created new spaces through co-created practice, 
for example, by identifying sobriety as a key element of an 
inclusive party or club night. Members of Mobilise have 
articulated clearly why it was important that the parties were 
sober, for example: 

“Speaking as a disabled person, one of the things that can 
be really off putting about going out somewhere where 
people are drunk is having a lot of people stumbling into 
you all night, my joints dislocate really easily and the last 
thing I need is somebody falling heavily on me accidentally 
and that is a lot less likely to happen in a sober 
environment.” (note 7) 
– Crip Ladywood, Gorgeous Radio, September 5th, 2022 

The need for sobriety also chimed with statistics around 
LGBTQ+ alcohol and substance misuse (note 8): 

“When we started to dig we found that LGBTQ+ venues 
tend to not be physically accessible and many queer 
spaces are built in alcohol and nightlife environments. As a 
community we are statistically more likely to have 
complicated relationships with alcohol or substance 
misuse.” 
– Adam Carver in Pink News, 24th September 2022 

Consequently, Mobilise evolved an inclusive space in which 
people did not feel judged: 

“It’s probably the most non-judgemental queer space I’ve 
ever been in, and that’s really helped people to come out of 
themselves and be who they actually are. Even if you go to 



 
 

a normal gay club, in the gay village, I still think people 
can’t really be who they are, especially if they are trans or 
disabled, even people of colour can’t be themselves 
either… it was completely different from any gay event… 
so it was really important that it happened.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 
 

 

 

 

 

 

“...Once you see us, you start to expect us.” 
– Crip Ladywood, Gorgeous Radio 

This inclusive space has clearly made a significant difference 
for those involved as members of Mobilise, in terms of 
establishing a sense of inclusive community: 

“Connecting with my community through dance is 
something I’ve been missing for a really long time up until 
this call out happened… there are so many things that are 
barriers to dancing that Mobilise has addressed… by 
creating an alcohol free environment, the ability to manage 
my own levels of volume… and I feel like I’ve got my queer 
community back again having not had it for so long.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 

Moreover, the presence of Mobilise at Pride has also ensured 
that it has effectively represented the LGBTQ+ community in an 
inclusive way, which has been the source of joy for its members 
and artists: 

“It was magical to be leading with such a diverse beautiful 
group of people.” 
– Artists Survey Response, September 2022 

“Amazing, not just for me personally but to see the bodies 
and voices which should be highlighted centre stage.” 
– Artists Survey Response, September 2022  



 
 

“It’s made me feel more visible and included.” 
– Artists Survey Response, September 2022 
 

 

 

 

 

 

 

“For us to lead the parade was the most representative of 
the Birmingham scene that I’ve ever seen, because that’s 
who we are but that’s not what we usually see.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 

“It felt radical to be part of such an accessible, open and 
inclusive group. We clearly had an impact on the crowd.” 
– Parade Community Participants, Survey Response, 
September 2022 

The impact and joy were evidently also felt by the crowd: 

“I loved the fact that Mobilise led the parade. It felt more 
inclusive of disabled people than previous years, which is 
how an inclusive parade should be.” 
– Public at Pride, Survey Responses, September 2022 

“It made me feel seen and included! I also really loved the 
dance routine which everyone is calling the gay 
Macarena!” 
– Public at Pride, Survey Responses, September 2022 

This final quote indicates something of the legacy of Mobilise, 
in that people were talking about it and it is apparent that, by 
giving the dance routine a name, people were claiming it as part 
of their own city’s Pride. The presence of disabled people 
leading the Pride march has also made a significant difference 
to people in the audience: 

“The amount of people that came up to me… to say they 
had seen us leading the parade and especially a lot of 
disabled people coming up, saying I’ve never seen a 



 
 

wheelchair in the parade before, because you don’t see 
that much of us, you could see that it had made a big 
impact on them.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 
 

 

 

 

This has been highlighted to be of great significance, as 
visibility is key to developing more inclusive events and spaces 
in future: 

“It’s super important, if you don’t see disabled people out 
and about you don’t think to include us when planning 
queer events, it’s why so many events end up being in 
inaccessible spaces and it’s the same for people from 
other marginalised groups… it’s so important to see us 
there because once you see us, you start to expect us.” 
– Crip Ladywood, Gorgeous Radio, September 5th, 2022 

Fatt Projects have effectively used a co-creative approach to 
develop an inclusive space and performance, that has 
represented those within the LGBTQ+ community who are often 
less visible in an inspiring way, combining a political intention 
with professional values and joy, to create a powerful and 
influential experience for those watching: 

“Mobilise made visible those within our community who 
are often marginalised; Black, Asian, disabled, fat, trans, 
femme, women, bisexuals, etc. and along with them they 
carried important messages from the community both in 
the forms of placards and the fabulous Fatt Butcher on the 
loudspeaker as they passed. This was a powerful display of 
unity, colour, queer joy and happiness that honestly made 
me feel quite emotional (in a good way). I think this was the 
perfect way to kick off the parade and remind everyone that 
Pride is about protest, power and joy in equal measure. I 
particularly enjoyed the messages, the dancing, and the 



 
 

colourful costumes by Kerfuffle that clearly made each and 
every participant feel confident and beautiful.” 
– Public at Pride, Survey Responses, September 2022 
 

 

 

 

  

Mobilise was therefore inspiring to others who may feel that 
they are less readily accepted by the mainstream LGBTQ+ 
community: 

“We brought a group of young people to the parade. For 
many of them, it was their first Pride. They are often 
dealing with feelings of not being accepted or struggling 
with who they are. As we turned a corner, we saw the start 
of the parade, led by Mobilise. The choreography just had 
really considered and poignant elements that included 
smoke flares. As we continued to race to our position in 
the huge parade, happy, happy tears rolled down my face. 
Colour, creativity and inclusivity have never been so 
beautiful.” 
– Public at Pride, Survey Responses, September 2022 

This was also the experience of people who struggle to connect 
with the LGBTQ+ community for religious reasons: 

“It gave a space to people who felt disenfranchised from 
the queer community or queer scenes, so I know people 
from religious communities, who struggle to connect with 
the queer community and have a lot of anxiety about being 
visibly religious, like visibly Muslim, who came to Mobilise 
and kept wanting to come and really looked forward to it, 
so it gave space to a lot of people who wouldn’t otherwise 
feel comfortable or able to engage in the queer community, 
so it allowed a lot of connection for people.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 



 
 

The public were overwhelmingly positive about the experience 
of watching Mobilise and this is indicative of the potential for 
Pride to continue to explore how to make the parade / march 
more engaging for the audience in future, through a more 
representative presence of the community taking the lead: 
 

 

 

 

 

 

“It was incredible to see you representing so many [people 
who are] marginalised from the LGBTQ+ community 
leading the parade. You brought a positive and 
encouraging message of hope, protest, inclusion and love 
to the parade and were by far the most energetic and 
outgoing group in the parade.” 
– Public at Pride, Survey Responses, September 2022 

Mobilise exemplifies how to evolve a more inclusive future, as 
is indicated by the ways in which the experience has influenced 
artists and Mobilise members: 

“I’ll take further consideration in ensuring that any work I 
do is as accessible as it can be.” 
– Artists Survey Response, September 2022 

“Making me want to hold accessible events, at a higher 
standard. It really isn’t enough.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 

“As someone who also organises queer and intersectional 
rave events in another city, I learned a lot about how to 
make queer nightlife events more accessible and attentive 
to wellbeing and care.” 
– Mobilise Party Participant, Survey Response, August 2022 



 
 

In this way Mobilise could be understood as nurturing the 
movement towards a future where: 
 

 

 
 

 

 

 

 

 

  

“People start seeing venues with steps as having the 
equivalent of a ‘no blacks, no Irish’ sign.” 
– Mobilise Member, Wrap Evaluation Session, 29th September 
2022 

“People start seeing venues with steps as the equivalent of 
a ‘no blacks, no Irish’ sign.” 
– Mobilise Member  

Mobilise Conclusions 

[Page 27 of the standard print version shows an image of group 
of people. A placard is visible with the following text: 
The Present Is Rough 
The Future Is Queer] 

Mobilise has modelled a new way of working with queer 
communities; from a position of equity and inclusion, with 
learnings that can be shared broadly. The learning as shown in 
the above analysis can be summarised as: 

Start with people – co-create plans in a slow and responsive 
way to ascertain what processes will be engaging and inclusive 

Expect the process to snowball and don’t be overly 
concerned if numbers are low at the outset 

Adhere to high production values to ensure people are proud 
to be part of something 



 
 

Radiate the learning in an ongoing way to ensure that 
partnering venues and organisations are informed about being 
inclusive, so that: 
 

 

 

• Barriers don’t pop up at every new space or turning 
• The learning stays with those organisations (such as Pride) 

and venues (such as LGBTQ+ clubs and bars) 
• The city becomes more inclusive so that future work benefits 

from a more equitable starting point 

A highly skilled and compassionate artist can carefully 
coalesce a myriad of ideas and priorities into one beautiful 
experience. 

[Page 26 of the standard print version shows two images of 
placards with the following text: 
• We March for Those Who Can’t 
• LGBTQ+ Nation 

Fighting Corporate Domination]  



 
 

Healing Gardens of Bab 
 

 

 

 

Overview 

Healing Gardens of Bab was developed, produced and 
delivered by Fierce (note 1) to uplift alternative expressions of 
gender, sexuality and family, and as a space to reflect on the 
violent erasure enforced by British Empire and to celebrate the 
many sexual identities that are not translatable into English, by 
platforming voices most affected by colonialism such as those 
of First Nation artists. Healing Gardens of Bab challenged 
assumptions about homophobia and ‘Commonwealth’ or 
colonised countries. 

Fierce conducted research prior to this programme, through 
which they came to recognise the importance of challenging the 
established myth that homosexuality was introduced to 
countries as a result of colonisation. A series of events were 
programmed and produced discrediting this myth, countering 
that “It was homophobia not homosexuality that the British 
Empire exported.” Healing Gardens of Bab inspired audiences 
to reflect on the nature of colonial histories and how it relates to 
homophobia. 
 
Healing Gardens of Bab Platformed the Voices of Queer People 
from Countries Where There Is Legislative Homophobia, But 
Also Confronted Homophobia and Xenophobia in the UK 

Content of exhibitions and performances laid bare artefacts and 
stories that reference the common nature of queer experiences 
prior to colonisation. For example, New Zealand/ Aotearoa 
artists Rosanna Raymond and Jaimie Waititi presented a 
SaVÁge K’Lubroom in at Birmingham Museum and Art Gallery 
(BMAG). The work explored the rupture of the Vā (note 2) that 

https://wearefierce.org/


 
 

was brought about by the ‘exchange’ between European 
explorers and Polynesian peoples. As part of this project Fierce 
worked with the museum to better understand their holding of 
Pasifika items, precipitating reappraisals, recategorisation and 
new interpretations of items within their collection. An extremely 
popular talks programme ran alongside this exhibition, that was 
about queerness and religion, queerness in the city, queering 
collections and queer community and family. 
 

 

  

Healing Gardens of Bab platformed the voices of queer people 
from countries where there is legislative homophobia, but also 
confronted homophobia and xenophobia in the UK. For 
example, artist Sunil Gupta worked with a queer refugee and 
asylum seeker support group to produce a new body of 
photography. This work addressed the homophobia and 
xenophobia of the UK asylum process and centred on how 
difficult it is for queer refugees to prove their queerness, which 
is evidence they need in their asylum-seeking processes. This 
project has addressed this challenge through utilising the 
potential of photography to be recognised as evidence, given its 
privileged status as an ‘indexical’ medium that is readily used 
as proof. (Barthes, R., 1993., Tagg, J., 1988) 

Healing Gardens of Bab has taken place across a wide range of 
contexts, with the strategic intention of engaging people who 
may not usually visit mainstream arts and cultural venues. For 
example, in collaboration with Duckie (note 3), the ‘Princess, 
Picnic, Promenade’ (note 4) event took place at the Birmingham 
Botanical Gardens. People were invited to, “bring a picnic, 
dress up in your best clothes, tour the beautiful gardens and 
enjoy queer post-empire pop-up performance from Duckie. 
Featuring artists from South Africa, Ghana, Canada, India, 
Australia and the UK.” This event explored how: 



 
 

“The amnesia about British Empire imposes an 
exaggerated historical distance between our lives today 
and the period of imperial rule.” 
– Koram, K., 2022 
 

 

 

 

Another less obvious choice of venue for this programme has 
been Selfridges, in Birmingham’s Bullring shopping centre. A 
variety of exhibitions, workshops, DJs and live performances 
took place. This included installations of work by Girth of Venus, 
Club Até, Sunil Gupta and Charan Singh, Rosanna Raymond 
and Sione Monu. ‘Swatches of Eternal Love’ by Dominique 
Pétrin (Montreal) has also been exhibited at Bullring as well as 
other outdoor sites around the city. A series of DJ sets also took 
place, featuring Club Bandit, DJ Betti Forde, Island:T, Just 
Soriah, LMGM, Mystic Meg, Q Sermon, Romo Weeks and Sexy 
Roy. Workshops included ‘queer botanical drawing’ and 
‘voguing’. 

A significant network of local as well as international artists 
have developed roles and delivered work as part of this 
programme. Part of this programme’s legacy has been about 
supporting the queer artists in the city to develop practice, 
networks and opportunities. 

One of the ways in which this has been realised is through the 
roles of the steering group. Steering group members were 
recruited to co-create the Healing Gardens of Bab programme, 
with a focus on the opportunity this would present to young 
queer artists to develop their practice and networks, and to 
become more involved in Birmingham’s queer cultural 
community: 

“I received my refugee status last year and I was looking 
for opportunities to start to be part of the city and part of 
the community, so this opportunity was something I could 
apply for and through it become more involved in and learn 



 
 

about the community. I didn’t know what a steering group 
was, I’d never heard it before in my country, Venezuela.” 
– Healing Gardens of Bab steering group member, evaluation 
meeting, 14th September 2022 
 

 

 

 

 

“I think the outcome is the network… I’ve got so many 
contacts that I would not have had.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 27th September 2022 

“The biggest takeaway was the amount of networks and 
seeing other performance artists, gaining inspiration from 
them and getting to work with them directly, seeing how 
they work, seeing their processes… and seeing how those 
artists connect with each other through discussing and 
understanding other people practices from other parts of 
the world.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 27th September 2022 

Healing Gardens of Bab has thereby nurtured greater 
community cohesion through co-creation and through new 
networks and connections being made, using friendship 
methodologies. This has had a far-reaching impact for people in 
the steering group, for example: 

“For me, I think I am re-born. I don’t have words to even 
describe how much I’ve learnt; I could make a book about 
it.” 
– Steering Group Member at Evaluation Sense Making 
Session, September 2022 

Fierce has ensured that Healing Gardens of Bab has 
platformed the voices most affected by histories of colonisation 
and of queer people from countries where there is legislative 
homophobia. The programme has also been constantly 



 
 

informed through a co-creative process in ways that have 
ensured principles around inclusion and access have been at 
the heart of decisions made. The programme has also been 
inclusive of people not usually served by the gay village, by 
locating work in a wide range of accessible, mainstream venues 
and spaces. 
 

 

 

 
  

Healing Gardens of Bab has engaged with an estimated 22,506 
audience members and a further 3131 people have engaged 
with the programme online. There were 540 participants in the 
programme, 23 volunteers and 487 sessions. The programme 
employed 97 artists. 

The programme told stories of: queer refugees in Birmingham; 
the objects Birmingham holds in relation to Pasifika culture and 
why; queer life in Georgian Britain with specific references to 
Birmingham and the Commonwealth; intersectional experience 
of queer people of faith in the city and the queering of archives 
and institutional knowledge, including the Fierce archive. 

[Page 32 of the standard print version shows an illustration that 
includes 5 hanging pictures with the following text: 
• Engaged 22056 audience members 
• Plus! A further 3131 engaged online 
• 540 participants 
• 23 volunteers 
• 97 artists] 



 
 

Change In and Across the System 
 

 

 

 

 

 
  

• SaVÁge K’Lub Room 

The partnerships and collaborations that were developed for 
and through the Healing Gardens of Bab have informed 
significant networks of change in and across the cultural sector. 
The work has ensured that a wide range of arts and cultural 
organisations, practitioners and artists will be more able to 
undertake meaningful and high-quality work with different 
communities. This has led to the evolution of a more informed 
ecology of arts provision that works better to contextualise 
practice. It has also been a significant mechanism for 
developing new networks and connections, individually and 
collectively, for all kinds of people and communities. 

For example, working with Fierce has led to new knowledge 
and networks for curators at Birmingham Museum and Art 
Gallery (BMAG): 

“Fierce’s expertise in working with contemporary artists 
and their experience of that was really valuable to me. 
Fierce making those introductions and establishing those 
links and those opportunities to work with artists was 
really important.” 
– Interview Curator (Fine Art) and Curatorial Team Leader, 
BMAG, 28th September 2022 

Working directly with artists, including those who developed the 
SaVÁge K’Lub Room has had significant impact for curators at 
BMAG, not least in terms of how artefacts from colonised 
countries might be presented and interpreted. 



 
 

“It will affect how we think about the Pasifika collections 
and how we display them and interpret them in future. We 
definitely want to build on this project. One of the great 
values of this project is the legacy it will have in future and 
how we think about that as well as how we present the 
collection. Thinking about the artefacts as in suspended 
animation and ‘sleeping’ when they are in museum stores 
and being silenced when they are taken away from their 
original cultural contexts; that is so central to Rosanna’s 
practice and the way she works. That gives us so much to 
think about for the future; who needs to make the decision 
on how those collections are shown, used, handled and 
everything in terms of how we relate to those artefacts and 
who speaks about them, whose voice is heard and how we 
engage with them.” 
– Interview with Curator (Fine Art) and Curatorial Team Leader, 
BMAG, 28th September 2022 
 

 

Direct work with these artists has clearly influenced curatorial 
practice at BMAG: 

“There are more obvious things, such as the ways that we 
might describe artefacts and the information that we can 
add to our database to inform how those artefacts will be 
displayed in future. The way Rosanna displays collections 
will also inform how we think about displays in the future. 
In the K’lubroom we have part of our collection alongside 
contemporary work and artefacts lent by the SaVÁge K’Lub 
artists. It’s quite unusual for us to integrate historic and 
contemporary material throughout a display in this way – 
even showing historic and contemporary garments on the 
same mannequin – so that’s been really interesting to 
explore.” 
– Interview with Curator (Fine Art) and Curatorial Team Leader, 
BMAG, 28th September 2022  



 
 

“It will affect how we think about the Pasifika collections 
and how we display them and interpret them in future” 
– Curator (Fine Art) of BMAG Saváge K’lub Room 
 
 

 

 

 

 

“Working with the artists with those collections, has 
certainly influenced the way i think about those artefacts 
and the life they have beyond their place in collections and 
the life they have in relation to the people in their places of 
origin.” 
– Interview with Curator (Fine Art) and Curatorial Team Leader, 
BMAG 

The experience has not just influenced how artefacts will be 
presented but it has shifted the team’s way of thinking about 
those artefacts, leading them to be conscious of the different 
lenses through which artefacts might be understood differently 
in their place of origin: 

“Working with the artists with those collections has 
certainly influenced the way I think about those artefacts 
and the life they have beyond their place in collections and 
the life they have in relation to the people in their places of 
origin. Working with the artists in relation to those 
collections has been a really valuable learning experience 
for me.” 
– Interview with Curator (Fine Art) and Curatorial Team Leader, 
BMAG, 28th September 2022 

Furthermore, the BMAG team are now keen to share this 
learning more widely: 

“One challenge is how to disseminate the learning from the 
project. We will certainly involve other staff in the 2-day 
symposium (which will be live streamed and recorded) that 
we are holding with the SaVÁge K’lub in October. That will 



 
 

be one way of sharing that learning. I also did a training 
session for BMT staff, talking about the project. We need to 
think about how we can really embed the learning.” 
– Interview with Curator (Fine Art) and Curatorial Team Leader, 
BMAG, 28th September 2022 
 

 

 

 

 

  

International artists and producers have also found this 
opportunity to share their work and collaborate with audiences 
in Birmingham a rich and informative one: 

“It was really exciting to bring an iteration of the 
Wetrospective to a new and international audience that 
wasn’t yet familiar with my work, for me my work is very 
much created in community and so I had the opportunity to 
work with and meet many people in Birmingham and those 
connections felt very beneficial to me and my practice and 
also being in dialogue with the work of other artists felt 
really significant to my own practice.” 
– Healing Gardens of Bab, Interview with an International Artist, 
11th October 2022 

The long lead-in that Fierce had structured into the process was 
significant for visiting artists and producers: 

“For a lot of these types of events, that are connected to 
live art, we get in, perform for two days and get out and in 
allowing us to be there for almost 3 weeks we were able to 
make those connections and have multiple encounters with 
people over three weeks.” 
– Healing Gardens of Bab, Interview with an International 
Producer, 11th October 2022 

However, for the Fierce team there were some strands of work 
that did not have enough lead in time, due to issues around 
visas: 



 
 

“We’ve been trying to work with Va-Bene Elikem Fiatsi from 
Ghana and she still hasn’t got a visa, that’s still not 
happened. There are barriers to doing that, to getting 
people here, but also to finding those people in the first 
place… We did work with Va-Bene, she was still involved 
and still had a presence in the event, she just wasn’t with 
us in person.” 
– Fierce Team Sense Making Session, 26th September 2022 
 

 

 

 

 

Ironically, systemic visa issues and unequal funding bodies had 
a serious impact on which artists Fierce was able to involve in 
the programme: 

“We had to prioritise those countries that came with 
funding attached, ultimately… so we were platforming 
those most affected by colonialism… within those 
parameters or contexts. We weren’t going to be able to 
reach artists in certain parts of Africa and places where it is 
hard to get a visa from and arguably those are the ones 
most affected by colonialism. Because it is still having that 
effect.” 
– Fierce Team Sense Making Session, 26th September 2022 

For Fierce, a lack of lead in time exacerbated this issue: 

“This was impacted by the lead in time, we just didn’t have 
time to make those connections, so we used networks that 
we did have connections with… If we had an extra 6 
months for Aaron to research… when thinking about 
countries where it’s still illegal, building those networks is 
very careful and takes time and that wasn’t a luxury we 
were afforded.” 
– Fierce Team Sense Making Session, 26th September 2022 

These issues have however led to significant learning within the 
Fierce team that will usefully inform their future practice:  



 
 

“One of the learnings was about the adjustments that were 
made, to keep Va-Bene Elikem Fiatsi a part of the show, for 
me as a young producer that was a huge learning, to see 
that could be done. She was still involved in a way that she 
was happy with, Fierce was happy with and Duckie was 
happy with.” 
– Fierce Team Sense Making Session, 26th September 2022 
 

 

 

 

 

“I feel a lot more knowledgeable about it and the visa 
waiver programme and who it effects and who it doesn’t.” 
– Fierce Team Sense Making Session, 26th September 2022 

The Fierce team and the curatorial team at BMAG have also 
usefully reflected on other challenges that have emerged, 
through platforming the stories of artists from colonised 
countries. One of those challenges is about how far the 
audience might look to interpretation materials to understand 
the work and how a different way of presenting work might 
present a challenge for those audiences: 

“Because of the nature of the installation it is very light 
touch in terms of interpretation, it lets the artefacts speak 
for themselves, so it puts an onus on the visitors to make 
those connections from the juxtapositions. When the space 
is activated by the artists this might be different, as it will 
draw out some of the meanings in more explicit ways.” 
– Interview with Curator (Fine Art) and Curatorial Team Leader, 
BMAG, 28th September 2022 

There were significant cultural reasons why the interpretation 
needed to be ‘light touch’ for the SaVÁge K’Lub Room: 

“A number of the artists that we worked with didn’t want 
huge amounts of interpretation, particularly the SaVÁge 
K’Lub Room… it’s objectifying and it’s not how they like to 
think of objects which they think of as living… there’s also 



 
 

further thinking about it, to do with a refusal to be defined 
within colonial terms, that actually, we put SaVÁge K’Lub 
in the museum and then we have to put this text up about 
how that relates to colonialism and invasion and they just 
want the work to speak for itself and are probably sick of 
having to reference The British [in] everything they do all 
the time.” 
– Fierce Team Sense Making Session, 26th September 2022 
 

 

 

 

 

 

 

But this may have led to some audience members not 
necessarily connecting with the intentions of the work: 

“There are strong messages about colonialism in the 
space, such as reference to ‘Cook the Captain Day’, 
marking the death of Captain Cook, so there are those 
statements within the K’Lub Room, but some visitors might 
enjoy it as a spectacle but not necessarily have access to 
all of those meanings.” 
– Interview with Curator (Fine Art) and Curatorial Team Leader, 
BMAG, 28th September 2022 

Some audience members clearly did find it hard to interpret the 
SaVÁge K’Lub Room: 

“SaVÁge K’Lub exhibition doesn’t have enough 
information.” 
– Audience Survey Response, August 2022 

However, 124 people responded to the audience survey for 
Healing Gardens of Bab, across different events. When asked 
in the survey: 

‘Do you think this work has confronted and / or critiqued 
colonial histories?’ 
80% of audience members said yes. 



 
 

Not only did a significant percentage respond positively to this 
question, but they also articulated different ways in which the 
work across the programme was confronting colonial histories, 
which included: 
 

 

 

 

• “Revealed hidden history, how things are buried, 
contextualized.” 

• “It’s deconstructed through comedy and satire.” 
• “The work enabled me to see a different perspective of 

colonial history.” 
• “Through cuisine – through stories and moments of beautiful 

uncomfort.” 
• “Mainly sharing the history and understanding where our 

lenses come from.” 
• “Welcoming of the queer community. Included stories of food 

as an act of resistance and how it crosses borders and 
differences.” 

– Audience Survey Feedback, June – September 2022  

Similarly, When Asked ‘Has This Work Inspired you to 
reflect on colonial histories and how they relate to 
homophobia?’ 
Almost 76% of people responding to the question said yes. 

The programme has clearly realised its ambition to lead people 
to reflect on this, whilst still avoiding the significant challenges 
presented when working with international artists from LGBTQ+ 
communities. Alongside issues with visas the Fierce team has 
also recognised a conceptual challenge that is about avoiding 
the replication of existing oppressions through further 
objectification of ‘oppressed subjects’: 

“There’s a limit to which you can challenge assumptions 
about homophobia and colonisation without forcing people 
to define themselves as this oppressed subject working 
within this realm. It’s academic but it’s interesting.” 
– Fierce Team Sense Making Session, 26th September 2022  



 
 

Such reflection indicates the extent to which there has been 
useful learning across contexts during this programme. It is also 
indicative of the considered ways in which the Fierce team has 
carefully constructed the Healing Gardens of Bab programme 
as a process as well as a production, through which a wide 
range of different people and organisations have worked 
together to evolve a more effective ecology of arts provision. 
One of the significant ways in which the programme has 
evolved such an ecology is through the networks and roles 
developed by steering group members. 
 
 

 

 

 

 

Shifting Power 

The Healing Gardens of Bab steering group were recruited and 
involved early in the programme’s development, to decide upon 
artists and events that would bring something valuable to the 
sector: 

“After researching we were then basically making 
decisions about which artists would bring certain new 
things... I think this is the most important part of the 
steering group because it was about being careful that the 
artists would really… bring something to the sector, 
making sure that the artists matched the communities.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 14th September 2022 

The different lived experiences of members of the steering 
group ensured that the programme developed in ways that 
reflected those experiences, for example: 

“I think we always challenged each other so, like X does a 
lot of work in disability justice… so they were always the 
one saying are we thinking about access and we were 



 
 

saying just because we want to be representative we don’t 
want to be tokenistic and is there a monopolisation of 
white people holding the power within the events that we 
are organising. I remember chewing that over in meetings.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 27th September 2022 
 

 

 

 

 

 

In this way the steering group prioritised the involvement of 
people who are less visible: 

“We were really trying to make those who aren’t visible, 
visible… In Birmingham it is pretty much the same faces… 
so we tried to get everyone involved… That was about 
really trying to represent different communities, like 
Southeast Asian, there were groups we wanted to give a 
platform to.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 27th September 2022 

The steering group had the space and opportunity to evolve 
different aspects of the work in an organic way: 

“Ebbing and flowing and allowing our input to shape the 
thing… allowing the room to be radically honest.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 27th September 2022 

This happened through a process of collaboration which will 
influence steering group members’ future practice: 

“Being able to work in a collaborative process… to touch 
on themes that are close to me and close to my interest… 
going forwards with the work I do I will always try to have 
some form of collaboration involved, it’s a good way to 
soundboard ideas and test thoughts, like a critical 



 
 

friendship where you can feel safe to share ideas and get 
honest feedback.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 27th September 2022 
 

 

 

 

 

Not only has this process influenced the future practice of the 
steering group members but it has also influenced the Fierce 
team. This is a new way of working for Fierce, as the Fierce 
festival is usually programmed in a way that is led by the Artistic 
Director, so initially there was some anxiety about taking a more 
collaborative approach and ‘letting go’ of some of the decision 
making: 

“There was an anxiety at the beginning about co-
conceiving and letting power out to the steering group… 
but quickly into the journey we could see it did work… It 
became conversational at some times.” 
– Fierce Team Sense Making Session, 26th September 2022 

“It changed a lot in my life – it has connected me so 
fantastically. The steering group has given me so many 
skills about planning, meeting with people… So of course, 
it has influenced my future and my choices.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 14th September 2022 

The success of this more co-designed and co-produced 
approach will influence the way that Fierce works in future: 

“We will be much more open and porous as an 
organisation, we made so many relationships and 
employed so many people and this really enriches the work 
and our audiences.” 
– Fierce Team Sense Making Session, 26th September 2022  



 
 

The steering group members’ future practice has also given 
them a more explicit awareness of their choices: 
 

 

 

 

 

  

“I think more about the nitty gritty anti-racism work and the 
nitty gritty anti-homophobia work… I’m more conscious of 
what I’m choosing and why.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 14th September 2022 

For some people the opportunity to share their own experience 
led to useful new reflections and realisations: 

“I never speak about my country and colonisation… this 
was never spoken about in my school or my country, it was 
just like ‘Spain went to Venezuela and ‘discovered’ South 
America’… so talking here about colonisation, so this was 
really interesting and you start having new questions, new 
knowledge.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 14th September 2022 

The steering group members have clearly developed skills, 
extended networks, evolved new lenses through which to 
consider their practice and lines of enquiry that will enrich their 
future roles and ways of working: 

“I would have more people to bounce ideas off now… and 
that sort of stuff has really impacted how I will do my 
work… It has brought me a new list of questions to 
approach my projects with, it’s brought me a new lens and 
new set of things to consider… how will this age? What will 
this mean? And what is the impact from these groups and 
where is this coming from?” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 14th September 2022 



 
 

Members of the steering group have recognised that the work 
will influence their future careers in significant ways: 
 

 

 

 

 

 

“It changed a lot in my life – it has connected me so 
fantastically. The steering group has given me so many 
skills about planning, meeting with people… So of course, 
it has influenced my future and my choices.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 14th September 2022 

It has also extended members’ notions of the parameters of the 
performing arts: 

“I’m expanding my range of what performance art can look 
like.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 27th September 2022 

“It changed a lot in my life – it has connected me so 
fantastically. The steering group has given me so many 
skills about planning, meeting with people... So of course, 
it has influenced my future and my choices.” 
– Steering Group Member 

The breadth of learning and inspiration to continue learning 
through practice has been vast: 

“For me, I have learnt so much, I think what one thought I 
have through all this work, I thought, this is what I really 
want to do. It’s not easy and takes a lot of energy, but I am 
learning new stuff, I listen to new history, and am listening 
to new voices and every time you can learn something 
new… and this is what I want to do, every time learning 
something new… to build something in the future.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 14th September 2022  



 
 

The space presented through the steering group has also 
enabled a depth of reflection and self-awareness that will inform 
members’ future work in useful ways: 
 

 

 

“It’s hard to forget that because of our life experiences, we 
have seen things through certain lenses… so people want 
to learn, but what I have learnt over a lifetime can’t be 
taught over a short time. It’s not that easy. So, in terms of 
our expectations and how people could learn, but also how 
they felt coming into that space was a really interesting 
thing, which is something I now think about more in my 
own practice, about the things that are ‘a given’ to me but 
are not necessarily ‘a given’ to other people and how much 
people know when they come into a space.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 14th September 2022 

Ideas around interpretation and how far we might be able to 
nurture in depth appreciation and understanding of different 
people’s experiences have emerged as significant focus points 
that will continue to inform future thinking amongst the group. 
Such questions have also informed one steering group 
member’s articulation of the theoretical challenge at the heart of 
this programme: 

“The conversation about LGBTQ+ rights is, of course, an 
important one to have at the Commonwealth Games, given 
that over half of the organisation’s fifty-four member states 
criminalise homosexuality… That being said, there is 
something distinctly uncomfortable about the games’ 
official narrative being used as a platform to lecture 
countries who have poor rights for LGBTQ+ people – not 
because these governments shouldn’t be challenged, but 
because such statements fail to historicise these countries’ 
stance on homosexuality.” 
– Vernon, P., There’s Something Queer About Commonwealth 
Games  



 
 

This quote articulates something of the rationale for The 
Healing Gardens of Bab, which was in part conceptualised as a 
way of rebalancing this Commonwealth Games narrative. This 
continues to be explored, in a clear and useful way, in the same 
article as cited above: 
 

 

 

“British laws such as the infamous section 377 (note 5) 
which criminalises “carnal intercourse against the order of 
nature with any man, woman or animal” remain in place in 
a number of Commonwealth countries, such as 
Bangladesh and Pakistan. Furthermore, it needs to be 
remembered that sexual normativities have always been 
absolutely central to the colonial project, with early 
colonisation depending upon the use of heteronormative 
relationships and identities to frame Indigenous people as 
backwards and in need of civilising, due to the presence of 
same-sex relations and non-binary understandings of 
gender, for example, in pre-colonial societies. Given this 
history of Britain being the world’s largest exporter of 
homophobia, suggestions that Commonwealth countries in 
the Global South need to catch up with the UK’s LGBTQ+ 
rights record seem misplaced, at best.” 
– Vernon, P., There’s Something Queer About The 
Commonwealth Games 

This argument has been structured through the programme of 
events, to confront, challenge and discredit and to argue that 
homophobia not homosexuality was exported by the British 
Empire. 

The Healing Gardens of Bab has inspired audiences to reflect 
on the nature of colonial histories and how they relate to 
homophobia. It has done so through a programme that has 
reached across different spaces and networks, embedding new 
ways of learning and thinking throughout. It has shifted power 
through collaborating with artists and other cultural 

https://www.refworld.org/docid/3ae6ab4b8c.html


 
 

professionals, at different stages of their careers and who 
represent something of the intersectional diversity of 
contemporary LGBTQ+ communities, to make decisions about 
their cultural lives and to be able to access the resources and 
partnerships they need in order to pursue these ambitions. The 
diversity of those involved has informed an inclusive 
programme, as is explored further in the following section. 
 
 

 

 

 

Diverse And Inclusive 

• Saváge K’lub Room 
• Bab’s Baldacchino 
• Swatches of Eternal Love 
• In Muva We Trust 
• Princess, Picnic, Promenade 
• Girth of Venus 
• Arrival 
• Club Muva 
• 2-Spirit Ball 

One of the key strategies for the inclusion of diverse audiences 
was through platforming a range of different work and using 
different spaces and places: 

“Originally this was going to happen in one location, we 
were going to do a building takeover and on reflection, the 
fact that it didn’t, was a huge success. It meant that our 
tentacles were everywhere, we reached all these difference 
spaces and places and people. There’s a massive 
difference between who’s going to the museum, to who’s 
going to Duckie, to who’s going shopping in Selfridges… I 
think this multi-site and multilocation venue just meant that 
we really spread who we reach.” 
– Fierce Team Sense Making Session, 26th September 2022  



 
 

“Our tentacles were everywhere, we reached all these 
difference spaces and places and people...i think this multi-
site and multilocation venue just meant that we really 
spread who we reach” 
– Fierce Team Sense Making Session 
 
• The programme began in April 2022 with the SaVÁge K’lub 

opening event ‘Feast of Drums’ at BMAG. The exhibition 
remained open in until October. 

• Bab’s Baldacchino, a queer architectural commission by 
Adam Nathaniel Furman, was exhibited in public spaces 
during the Commonwealth Games. It was presented from 
18th July – 7th August and a significant number of Canadian 
artists, including Dominique Pétrin and Jess Dobkins showed 
their work from early July until late October. 

• For ten nights Chamberlain Square was transformed by a 
colossal projected artwork inspired by Filipino folklore 
narratives by Club Até, a collective from Sydney. The work 
was projected onto the front of BMAG. 

• Duckie’s ‘Princess, Picnic, Promenade’ garden parties took 
place at the Botanical Gardens on 14th and 15th July and a 
series of five talks took place in June and July. 

• Five different workshops, covering a wide range of creative 
practice, from voguing to fermenting and botanical drawing, 
took place in Selfridges. These workshops were 
accompanied by an ongoing DJ set and the exhibition of work 
by Girth of Venus, Club Até, Sunil Gupta and Charan Singh, 
Rosanna Raymond and Sione Monu. The work was met with 
enthusiasm by people who shop at Selfridges as well as 
those who made a journey there because of the presence of 
the work (note 6).  



 
 

• Club Muva 
 

 

 

 

 

 

The location of a diverse range of work in wide variety of 
spaces, where families spend time and people shop, has led to 
diverse audiences: 

“I remember looking at Adam Nathaniel Furman’s piece by 
Edgbaston Reservoir and just watching local families 
reading the blurb and really taking it in… and I thought 
gosh, I don’t think those people… If we had done a 
takeover at Ikon or a warehouse space in Digbeth we really 
would not have reached those people, I think that’s a real 
success.” 
– Fierce Team Sense Making Session, 26th September 2022 

New audiences have been engaged by this work who might not 
usually attend Fierce events: 

“There were very many young queer people who haven’t 
been at Fierce stuff before, that haven’t engaged with us 
before, that didn’t engage with us like participants or 
volunteers but were new audiences, at Club Muva and at 
Duckie’s. They found us and we found them through this 
project.” 
– Fierce Team Sense Making Session, 26th September 2022 

This way of working has broadened venues as well as 
audiences for queer artists’ performances and stories: 

“Why I… as a queer artist always need to perform in the 
gay village, why not in Bullring or Victoria Square… I got to 
perform in spaces where people don’t expect to see queer 
artists.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 14th September 2022  



 
 

• Bab’s Baldacchino 
 

 

 

 

 

 

This will inform artists’ ideas of where they could perform in 
future. Work in more traditional spaces has challenged the 
assumed power relations in those spaces in ways that could 
influence them to become diverse and inclusive in future: 

“A lot of the events were in institutional spaces around the 
city, so BMAG, Botanical Gardens and Symphony Hall, and 
a lot of the time that worked really well in terms of 
challenging the power relations of that space, in terms of 
that historically being a space associated with whiteness 
and masculinity, sometimes and the idea of having queer 
people in that space was really cool.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 27th September 2022 

Conversations that took place with staff working in some 
spaces where Fierce might not usually locate work might 
usefully bring about change in their future practice, for example: 

“I had a conversation with… quite masculine identifying 
security and talking to them about notions of non-binary 
and them taking that on board and moving to a they/them 
baseline culture was really interesting and that was 
received really positively.” 
– Fierce Team Sense Making Session, 26th September 2022 

This was clearly an important conversation, given other 
people’s observations at the same event: 

“Performers in the gardens didn’t feel comfortable to 
perform on the second night because of some of the things 
the staff from the gardens said, misgendering people… we 
should have trained the staff… but we didn’t realise we 



 
 

would need to, why would we? It’s that thing where you 
don’t realise how your own lens is less common.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 14th September 2022 
 

 

 

 

 
  

Another strand of the programme, ‘Arrival’, was about 
documenting asylum seekers’ stories to ‘validate their status’. 
There is a challenge for asylum seekers, whose claims are 
based on their sexuality, to prove that to the Home Office that 
they are queer and therefore have a right to remain because of 
how unsafe they will be in legislatively homophobic countries. 

“There were very many young, queer people who haven’t 
been at fierce stuff before... They found us and we found 
them through this project” 
– Fierce Team Sense Making Session 

• Arrival 

Fierce invited artists Sunil Gupta and Charan Singh, 
themselves migrants to the UK, to create a new body of 
photographic work with LGBTQ+ asylum seekers from the 
‘Journey Asylum Seekers Group’ (note 7) in the West 
Midlands. Using the 19th Century native studio portrait that 
illustrated Victorian notions of behavioural identities, the artists 
worked with these participants to invoke this colonial legacy and 
subvert the histories of the Empire, specifically, its homophobic 
and anti-sodomy laws that still haunt many Commonwealth 
nations. A Letter of Support was created by Fierce for 
participants to use as evidence of their engagement. The letter 
describes the process, explaining that: 

http://www.blgbt.org/directory/journey-asylum-seekers-group


 
 

“Every sitter brings a unique narrative to the collective 
stories of refugees and asylum seekers. The project is also 
a reminder that extreme homophobia exists beyond the 
Commonwealth, in many parts of the world, including some 
European countries.” 
– Extract from ‘Arrival’ Letter of Support 
 

 

 

 

 

 

  

The letter also outlined the way in which the participants’ 
engagement was proof of their sexuality: 

“The photos were displayed next to the Commonwealth 
Pride House venue at 143 Bromsgrove Street, Birmingham 
B5 6RG from 25th July – 25th August 2022, with future 
exhibition dates in India and the UK to be confirmed. The 
LGBTQ+ asylum seekers (or sitters) were aware their 
images would be on public display in the UK and 
elsewhere, and that this would be a clear statement about 
their sexuality.” 
– Extract from ‘Arrival’ Letter of Support 

Participants have expressed the significance of this opportunity 
for them to be out and recognised as queer: 

“Wanted to be open about my sexuality.” 
– Arrival Participant Feedback, September 2022 

“It was an opportunity for me to come out as lesbian and 
be proud of who I am. And also, be able to portray myself 
in art form.” 
– Arrival Participant Feedback, September 2022 

For some participants the resonance of this opportunity has 
been powerful, as a direct contrast to having not been able to 
be visible: 



 
 

“I want to be involved in this project because I wanted to 
express myself in a different way through a picture. I want 
to be open as a gay and never ever again hide who I am.” 
– Arrival Participant Feedback, September 2022 
 

 

 

 

 

 

 

Participants were keen to share their images for the benefit of 
their own status, but also for the benefit of others: 

“I want to show the world even in country that 
homosexuality is a taboo and a sin that we are still there 
and I want to be picture and voice with the project that 
another queer and LGBTQI+ Ethiopian who is suffering in 
Ethiopia because of their sexuality.” 
– Arrival Participant Feedback, September 2022 

It was also a germane opportunity for emphasising the 
intersectional diversity of LGBTQ+ identities and experiences: 

“Because I want to show that queer and LGBTQI+ 
Ethiopians exist and that we are proud.” 
– Arrival Participant Feedback, September 2022 

This work has nurtured a greater sense of belonging and 
confidence for people taking part, for example: 

“As a LGBT person I’m really interested to take part of any 
LGBT activities as it makes me feel at home. As I’m a proud 
LGBT person so I tend to be interested in all activities, and 
the most interested thing is about the Fierce portrait 
project it makes me feel more confident of my sexual 
gender.” 
– Arrival Participant Feedback, September 2022 

It will be important to follow up this work, through longitudinal 
evaluation, to discover the extent to which the process has 
made a longer-term difference for participants, not least in 



 
 

helping them to prove their right to remain. If this work has been 
effective, it will be essential to share the process and the 
learning, so that it can be built upon and used as a template for 
more work of its kind. 
 

 

 

 

 

• Duckie 

The Healing Garden of Bab’s programme promises to influence 
practice in this and a wide variety of ways. Firstly, the way of 
working collectively will influence Fierce as well as the steering 
group members. The work has also influenced other local arts 
organisations in ways that will nurture greater inclusion and 
diversity, for example: 

“At the theatre… we had some shows come to us and 
because it was Pride week, we were looking at all these 
shows but then the executive director, who had come to 
the project at the Botanical Gardens, said “oh, it’s just a lot 
of white men isn’t it? So maybe we should look at 
something else.” And they would never have said that 
before and then they gave a quote from one of the 
performances at the Botanical Gardens, so it is really 
engrained in them and that is a strong starting point.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 14th September 2022 

It is also apparent that the programme could usefully inform 
practice nationally, not least at organisations where a tokenistic 
approach is still prevalent: 

“We had a meeting with a really radical theatre company… 
they were like, ‘Hi, we’re really excited to meet you, we’ve 
never done access on our shows before and we are really 
excited about this radical move in our company, and I was 
like ‘oh, that’s a shame’. And I think it just made me 
realised that I don’t want my life to be radical… this is not 



 
 

radical, this is just a vocal woman in a wheelchair… It made 
me realise how far there is to go… how big of a gap there 
is… It highlighted sector issues to me.” 
– Healing Gardens of Bab Steering Group Member, Evaluation 
Meeting, 14th September 2022 
 

 

 

 

 

There is clearly also international relevance to the programme, 
the approach and the ways in which the work has explored 
migration and homophobia: 

“I think of art as the conversation, the painting or dance is 
the conduit and the work exists in it being met by an 
audience and whatever gets sparked in that encounter and 
so bringing work to an UK audience the work is already 
changed and influenced by audience participants. I don’t 
want to just be making work in my Toronto base. Migration 
and homophobia, those things are international, so we 
need to think about those things globally and to share 
skills and strategies internationally is really important.” 
– Healing Gardens of Bab, International Artist, Interview 11th 
October 2022 

• 2-Spirit Ball 

The reach of Healing Gardens of Bab, in terms of the diversity 
of audiences, participants, artists and others involved, has been 
significant. That reach continues to grow as the work influences 
ideas and approaches in other venues and for other artists and 
cultural professionals, in outward spirals, nationally and 
internationally. 

Fierce is continuing to nurture the partnerships with 
collaborating organisations. For example, they are working with 
Journey and Micro-Rainbow to invite queer asylum seekers to 
events and engage them in the festival. They are also 
continuing their work with Commercial partners who they have 



 
 

engaged with for the first time, including Bullring and Selfridges. 
One of the artists involved is bringing a delegation of Canadian 
artists to the festival and Fierce will continue to collaborate with 
Friction Arts for workshops. 
 
 

 

 

  

Healing Gardens of Bab Conclusions 

The Healing Gardens of Bab has developed new strategies for 
working in ways that are more inclusive and which nurture 
learning for a wider range of people. The learning from this 
process has been embraced by Fierce but could also be 
usefully shared more widely. The learning, as shown in the 
above analysis, can be summarised as: 

• Co-creation that involves co-design and co-production, for 
example, through devolving decision making to a carefully 
recruited steering group, is a useful way to ensure that a 
diversity of experiences informs and helps to make a 
programme or project relevant to a wider range of people. 

• Such an approach is also an opportunity for the expertise of 
the organisation to meaningfully inform the development of 
practice for emerging artists and people developing careers 
in the cultural sector. This approach is therefore an effective 
way of working towards an arts and cultural system that is 
more diverse and inclusive in its leadership and workforce, 
with more people in these roles coming from communities 
which currently experience inequality and discrimination. 

• The wealth of knowledge, regarding international curatorial 
practice and the performing arts sector, that is found in 
organisations like Fierce can thereby be shared with people 
who may otherwise face significant barriers to accessing 
careers in the cultural sector. 



 
 

• Through this process people who might otherwise face 
barriers to career development in the cultural sector develop 
knowledge, skills and confidence to inform future work in 
other contexts, in ways that promise to enrich the broader 
cultural sector with a greater diversity of experiences and 
ideas. 

• By developing a range of partnerships, work can evolve in a 
diversity of spaces, engaging with people who might be less 
likely to attend events at mainstream arts and cultural 
venues. 

• By introducing mainstream cultural organisations to a wider 
diversity of international artists and new ways of thinking and 
doing, mainstream venues can also become more relevant to 
a wider set of experiences and thereby nurture a broader set 
of connections.  



 
 

Dorothy Towers: Sean Burns 
 

 

 

 

  

Overview 

[Page 54 of the standard print version shows an illustration of 
the bottom of a pair wearing blue socks and red heeled shoes. 
There are 4 ‘clouds’ around the legs with the following text: 
• 23 participants 
• over 30 sessions 
• employed 16 artists 
• viewed by 260 audience members] 

Dorothy Towers is a film-based project developed and directed 
by Sean Burns to explore and share the significance of the 
Clydesdale and Cleveland Towers, two residential tower blocks 
in the centre of Birmingham. The tower blocks were completed 
in 1971 as a social housing development. Located adjacent to 
Birmingham’s Gay Village, the towers have long been a haven 
for LGBTQ+ people. Dorothy Towers is the colloquial name 
bestowed on the buildings by local LGBTQ+ communities, 
owing to the number of queer people living there. 

The project is a collaboration between artist Sean Burns, local 
organisations, practitioners and residents. The 16mm film has 
been developed through dialogue with residents and 
investigates the multiple mythologies around the blocks, 
including the different names the blocks have been given and 
what they have meant or symbolised at different times. The 
film’s narrative is based on first-hand testimonials and includes 
footage of interior architecture, archival materials, community 
members and sweeping shots of architectural reliefs and 
designs surrounding the towers. A live score, composed and 
performed by Sean Burns and Leo Francisco, accompanies the 
film. 



 
 

The work has been developed to also explore the visual, 
cinematic potential presented by the specific architecture of the 
tower blocks and their surrounding area. The film opens a 
space to reflect on the complex relationship between 
architecture, community and memory. The film screening at 
Vivid Projects took place alongside a new installation produced 
by local practice Intervention Architecture. 
 

 
 

 

 

  

The film explores how, as queer people, we are custodians of 
an important heritage and lineage and how we can respond to 
that. It reveals to a younger LGBTQ+ generation something of 
the sacrifices of LGBTQ+ people who came before. It features 
testimonials from current and past residents of the towers and 
explores ideas of queer kinship and inheritance alongside 
experiences of HIV. The film ensures that queer experiences in 
Birmingham, including those of the HIV crisis, are represented 
as being equally significant, but different, to those in other 
cities, such as San Francisco, New York, London and 
Manchester. The film thereby tells a story that would not 
otherwise be told. 

Change In and Across the System 

“Dorothy Towers was shot in 16mm because, for me, this 
project is also about material memory.” 
– Sean Burns 

The artists involved in this work have had opportunities to 
evolve and refine their practices, in ways that make them more 
able to undertake meaningful and high-quality work with 
different communities. For example, the lead artist comments 
on their learning: 



 
 

“I’ve learnt more from doing this than I have anything else 
in my career. How to: manage a team; brief people about 
their role; negotiate fees; draft contracts; respect peoples’ 
boundaries and working hours; manage the expectations 
people have of me when they are working for me; evaluate 
work with producers, funders; negotiating the terms of my 
own contract, which was lot of back and forth.” 
– Sean Burns, Evaluation Interview, 3rd October 2022 
 

 

 

 

 

Not only did the lead artist have opportunity to learn about such 
administrative elements of this sort of project, but they also 
developed understanding and knowledge of a medium that was 
new to them: 

“I’ve never made a film before, not even a short digital film, 
so to make a long 16mm film was a massive learning curve, 
from what camera do you use, what film do you use, where 
do you get the film, and the expertise you need to make 
that film, do you need a cinematographer, a director of 
photography, all of this was new to me, what sort of light 
can we shoot that in.” 
– Sean Burns, Evaluation Interview, 3rd October 2022 

The lead artist had a clear rationale for using 16mm film to 
make Dorothy Towers: 

“I’m interested in how history resides in the fabric of the 
space in an unannounced way. Dorothy Towers was shot in 
16mm because, for me, this project is also about material 
memory. Having something physical was vital because it is 
so collegiate with the ideas and alchemy behind the film.” 
(Note 1) 
– Sean Burns, Interview in Frieze, September 2022 



 
 

Others involved in the team also benefitted from the opportunity 
to develop their knowledge and understanding, in ways that 
have inspired and informed their future practice: 
 

 

 

 

 

“I’m interested in more work that’s grounded in 
geographical space and architecture in relation to the 
queer community. I did a degree in visual anthropology and 
some work about the Karrabing collective (note 2); they did 
some work with an anthropologist Elizabeth Povinelli (note 
3) and made this interactive tour guide as a political way of 
reclaiming land that was stolen from them... I’m thinking 
about that in relation to queer spaces that are 
disappearing. The nature of the scene is changing quite a 
lot, it feels like it’s becoming queer culture that’s been re-
purposed for a wider group.” 
– Dorothy Towers Editor, Evaluation Interview, 6th October 
2022 

Wider commentators have also reflected on the value of the 
work in addressing the lack of documentation of queer spaces, 
such as Dorothy Towers: 

“When I looked up the towers on the Pride of Place map 
(note 4) – an ongoing, crowdsourced Historic England 
initiative launched in 2016 that identifies important 
landmarks of LGBTQ+ history – they weren’t listed. Nor 
were many other sites across the city. Why does so much 
of Birmingham’s queer heritage remain untold?” 
– Angel Lambo, Interview in Frieze, September 2022 

As well as developing and informing practice amongst the team 
it has also extended the sense of potential for work that 
documents and archives disappearing social and cultural 
experiences and the relation between history and architecture: 

https://karrabing.info/


 
 

“Something it has really made me aware of is the 
relationship between history and architecture and with that 
the relationship between queer histories and architecture 
has become very apparent to me and could be explored in 
other spaces and contexts, particularly in relation to how 
many queer spaces are shutting down. It’s important that 
we remember that space and its history.” 
– Dorothy Towers Editor, Evaluation Interview, 6th October 
2022 
 

 

 

 

 

• The discarded television lands not far from your feet and 
its smashed innards scatter around you 

Furthermore, Dorothy Towers has made explicit the histories 
that are entwined with the city’s architecture, which is important 
because: 

“The city, however, does not tell its past, but contains it 
like the lines of a hand, written in the corners of the streets, 
the gratings of the windows, the bannisters of the steps, 
the antennae of the lightning rods, the poles of the flags, 
every segment marked in turn with scratches, indentations, 
scrolls.” 
– Calvino, I., 1972 

The film leads us to consider what may have created the many 
scratches and indentations that remain in the concrete. For 
example, they might be the traces of a television having been 
thrown from a tower block window; a scene that is described in 
the film and articulated by Owain Harrison in ‘A Cornucopia of 
Experience,’ which was written to accompany the screening of 
the film: 

“Make sure you look up. And not so that you can get a 
dizzying high from taking in the size of the two towers, but 
to know when to swerve the television floating down from a 
23rd-floor window. 



 
 

It’s 1994. The discarded television lands not far from your 
feet, and its smashed innards scatter around you, leaving a 
glittering walkway to the front of Clydesdale Tower.” 
– Harrison, O. 2022 
 

 

 

 

 

The visual elements of the film coalesce around the concrete 
and the architecture of the towers and their surroundings and 
so, for the film’s audience, the stories that are told through the 
film’s narratives will forever be entrenched in that space. 

The process of making the film has extended practice in a wide 
range of ways, from such conceptual to more technical 
considerations. The development of the film has thereby 
contributed to a broader ecology of arts provision by expanding 
our sense of what is possible. 

The process of making the film has also contributed to the 
cultural ecology through extending the understanding of what it 
means to co-create in the context of film production, refining 
processes for ‘ethical documentary’ in ways that redefine the 
parameters of such an approach: 

“The whole process has been a tremendous learning 
experience in both artistic and practical terms. It has raised 
ethical quandaries about coming into a space and 
representing it in a certain way, but it’s important to not be 
overwhelmed into inaction.” 
– Sean Burns, Interview in Frieze, September 2022 

This is considered in depth in the following section, as the lead 
artist has synthesised a process that effectively shifts power.  



 
 

Shifting Power 
 

 

 

 

 

  

Dorothy Towers has been recognised by those involved as a 
form of ethical documentary: 

“It is a brilliant example of an ethical documentary, it didn’t 
have a voice of grand narration, it was narrated by our 
conversation really, so all of that is a brilliant example of 
ethical film making, which is particularly important at this 
time when gender categories are changing and being seen 
as more fluid and giving individuals the right to self-
identification which is what I think the film does.” 
– Dorothy Towers Participant, Evaluation Interview, 3rd October 
2022 

Ethical documentary can be understood as a form of co-
creation and is a process in which communities are empowered 
to make decisions about their cultural lives and able to access 
the resources and partnerships they need, in order to pursue 
these ambitions. The roots of ethical documentary can be 
understood as growing from a recognition that filmmakers have 
an ethical responsibility to the subjects of their film: 

“Documentary filmmakers have ethical responsibilities to 
the subjects of their films. Specifically, they have an ethical 
responsibility to prevent harm to their subjects if they are 
in a position to do so, even harm not directly related to 
being in the film.” 
– Maccarone, E., 2010 

It is apparent that the lead artist’s approach is one that takes 
into consideration the ownership of the stories that the film tells 
and the rights of those telling them to inform how those stories 
are conveyed: 



 
 

“I’m completely aware of the ethical quandaries that arise 
when artists go into a space that they are not explicitly 
from and treat the material as their work. So that was 
something that, rather than be stunned by, I wanted to 
move towards. There’s that famous quote that’s, ‘staying 
with the trouble’ (note 5) and too often artists are trying to 
absolve themselves of any trouble, but often where there 
are ethical issues or things that propose challenges or 
force you to ask yourself questions is often where the 
interesting stuff resides. So, my approach is to be very 
communicative with the people I am working with. To be as 
transparent as possible and to make it clear about what I 
am trying to achieve and also being really personable is 
really important.” 
– Sean Burns, Evaluation Interview, 3rd October 2022 
 

 

 

It is clear that all involved, including the team and participants, 
recognised the ethical approach that was consequently taken: 

“What really impressed me was the ethics around it, he 
consulted at every stage and he would send each 
recording and say ‘tell me if there’s anything you need 
leaving out’. When he edited it, he asked if I was 
comfortable saying what was said, it was a very ethical way 
of doing things.” 
– Dorothy Towers Participant, Evaluation Interview, 3rd October 
2022 

“I really appreciated Sean’s sensibility in the way that he 
works, I felt like the central thing has been the 
relationships developed with the participants. I’ve learnt a 
lot from this… It’s been an interesting contrast to other 
documentaries that I have worked on in the past that have 
focused on getting the shot no matter what it takes, 
whereas this has been about working with the people and 



 
 

letting things unfurl organically, very much with the people 
at the heart of it, which I really appreciated.” 
– Dorothy Towers Editor, Evaluation Interview, 6th October 
2022 
 

 

 

 

 

“It is a brilliant example of an ethical documentary.” 
– Dorothy Towers Participant 

For the lead artist, this approach has been instinctive, as well 
as being an informed intellectual choice. The lead artist’s desire 
to represent people as they would want to be represented has 
led to a process of cocreation, within which relationships are 
pivotal: 

“At the beginning of the process, I said to the team working 
on the film that the relationships we would build, between 
the team and with the people we were working with, were 
the work.” 
– Sean Burns, Evaluation Interview, 3rd October 2022 

Because of this emphasis the film’s beginnings can be located 
several years ago when the lead artist first started talking to 
some of the residents at Dorothy Towers: 

“I’ve been talking to Twiggy (note 6) in a roundabout way 
about this project for about 2 years, and José I’ve been 
talking to about the towers for a similar amount of time. So, 
they know I’m not parachuting in, that my interest isn’t 
transient, and that my interest goes beyond just the 
project, I’m interested in their lives and all that helps. When 
you have one person involved who trusts you and when 
they are friends with other people, which is what happened 
here, they can then support that idea that I am someone 
trustworthy. It is so important to handle this sort of work 
with sensitivity.” 
– Sean Burns, Evaluation Interview, 3rd October 2022  



 
 

The lead artist has a keen awareness of the inappropriacy of 
artists parachuting in, not least because of the damage such 
approaches can cause: 
 

 

 

 

 

“I’m an advocate for doing this sort of work over a long 
period of time, I’m really against artists parachuting in… 
and making a film about it; it does more damage than 
good.” 
– Sean Burns, Evaluation Interview, 3rd October 2022 

This longer-term approach has enabled the lead artist to 
respond to the stories that have emerged over time in the 
conceptualisation of the film, enabling a dynamic interplay 
between the stories and the visual context of the towers: 

“One of the key things I said to the team… was that we’re 
‘looking not telling’. I wanted the camera, as much as 
possible, to be non-judgemental. I’m not saying that the 
film isn’t stylized or political, quite the opposite. But it does 
aspire to show with compassion the lives and experiences 
of the residents, as well as their physical spaces. To 
present to the audience the material on which they reach 
their own multitudinous conclusions.” 
– Sean Burns, Evaluation Interview, 3rd October 2022 

This has informed the way in which the lead artist has also 
reframed the Brutalist Architecture of the towers and their 
surroundings: 

“I love that he made it look brutalist which it is, but he also 
made it look beautiful, as it also is. But he also imbued it 
with an attention to the geometry; the brutalism is both 
indicated to evoke an urban alienation, but is also queer, it 
has to do with people living in the city and living in this 
neighbourhood… I know the geometry was very deliberate, 
that was part of the conversation.” 
– Dorothy Towers Participant, Evaluation Interview, 3rd October 
2022  



 
 

The towers themselves are differently represented through this 
film, shifting a common negative perception of them. The 
towers, originally called The Sentinels, were part of a grand 
plan for the redevelopment of Birmingham, which had suffered 
so much in the Blitz of the Second World War. This coincided 
with a massive period of Brutalism in architecture. (Clement, A., 
2011) This civic redesign of the centre of Birmingham also 
venerated the car: 
 

 

 

 

“Dorothy Towers is also about understanding the city. It’s a 
place with many layers, particularly architecturally. Herbert 
Manzoni, the city engineer tasked with redesigning 
Birmingham after World War II, was obsessed with the car. 
There are many shots in the film taken from the perspective 
of a moving vehicle. The car is fundamental to the city – 
both in terms of industry and in how it’s navigated.” 
– Sean Burns, Interview in Frieze, September 2022 

“The car being the first personal perspective was really 
important in terms of telling the story of Birmingham’s 
relationship with the car.” 
– Sean Burns 

The lead artist was therefore keen to ensure that the film 
conveyed the sense of the city being seen from the perspective 
of a car: 

“The sense of scale was important, and you really get that 
impression of the scale of the building in the opening 
scene. The car being the first personal perspective, was 
really important in terms of telling the story of 
Birmingham’s relationship with the car. I think it also gives 
the sense of being high or low, ideas about dichotomies 
and twining, those ideas it spoke a lot about.” 
– Sean Burns, Evaluation Interview, 3rd October 2022  



 
 

Although the car’s perspective is key to the film, this contrasts 
with other elements of the film including the music: 
 

 

 

 

 

“The whole film is full of dichotomies. You have these 
brutalist, 31-storey buildings housing characters steeped 
in the most transcendental glamour. It’s also a marriage 
between image and artist Leo Francisco’s music. The 
towers are surrounded by a warren of 1960s pedestrian 
underpasses, so you get this sharp contrast of high and 
low. The cars are elevated, where the people ought to be.” 
– Sean Burns, Interview in Frieze, September 2022 

For the lead artist the relation between the towers and the 
architecture of the area is inextricably linked to the stories of the 
residents, and acts as their container: 

“My project as an artist and writer is about creating a 
continuum and thinking about the role of the past in the 
present. Dorothy Towers is about the experiences of 
people who are not well remembered and about viewing 
architecture as a material container for those stories. Not in 
a way that weighs us down, but one that enlivens the 
present.” 
– Sean Burns, Interview in Frieze, September 2022 

The towers, designed by architects C. Bryant and Son (note 7), 
have played a key role in the history of the LGBTQ+ community 
in Birmingham, which has had a firm foot in the towers, 
because of their location and proximity to Birmingham’s gay 
clubs and bars: 

“When the buildings were completed in 1971, the idea of 
city-centre living, for better or worse, wasn’t what it is 
today. As social housing, the site was appealing to gay 
men, in particular, as it’s proximate to the scene. People 
wanted to live amongst their friends for all the reasons we 
might want and need that.” 
– Sean Burns, Interview in Frieze, September 2022  



 
 

The appeal of the towers’ location led the LGBTQ+ community 
within the towers to grow, with people choosing to live there for 
a sense of safety and familiarity as well as the benefits of being 
close to the gay scene: 
 

 

 

 

 

 

“I did specifically ask to be housed in either Cleveland or 
Clydesdale Tower as I thought it’d be more comfortable 
there with ‘my people’. Although there was still a lot of 
homophobia around at the time.” (Note 8) 
– Twiggy cited in Scene 

The lead artist has created a film in which this history is 
explored, in a nuanced and carefully considered way: 

“I want to retain the complexity of this history – rather than 
package, simplify or stultify it – so the film is for anyone 
invested in engaging with nuance.” 
– Sean Burns, Interview in Frieze, September 2022 

“Dorothy Towers is about the experiences of people who 
are not well remembered and about viewing architecture as 
a material container for those stories” 
– Sean Burns 

Alongside the development of a co-created approach to ethical 
documentary, the lead artist has also explored the evolution of 
a specific aesthetic, which avoids the ‘grand narrative’ approach 
and instead weaves a series of stories through a visual 
panoramic exploration of the city’s architecture: 

“It’s also about things that aren’t the grand narrative, 
things that are on the periphery of the grand narrative, 
they’re not cleaned up, they’re not packaged or marketed, 
they are complex and they are rich in their complexity.” 
– Sean Burns, evaluation interview, 3rd October 2022  



 
 

The non-linear and poetic feel to the film has been commented 
on by audience members, for example: 
 

 

 

 

 
  

“Dorothy Towers revealed to me a poetic engagement with 
Birmingham and its queer history. The continuous flow of 
underground passages allows for a non-linear narrative to 
emerge and a space for the audience to reflect and engage 
with their own histories, fictions and auto fictions.” 
– Audience Member, Survey Feedback, Dorothy Towers 
Screening, Vivid, September 2022 

The film has consequently been well received by audiences at 
its initial screenings, for many of whom the histories of the 
tower are unfamiliar: 

“Dorothy Towers is a poignant, intimate reflection of an 
architectural and social gem. I was only slightly aware of 
the physical presence of the towers, but wasn’t aware of its 
history and continuing LGBTQ+ legacy.” 
– Audience Member, Survey Feedback, Dorothy Towers 
Screening, Vivid, September 2022 

Through its screenings the film has represented a set of 
predominantly working class LGBTQ+ experiences that are 
rarely recognised. In this way Dorothy Towers makes an 
important contribution to the sharing of diverse and untold 
stories. Furthermore, through its ethical process and its 
nonlinear form it shifts the power away from a singular 
traditional narrative, structured by a film maker, to a more 
inclusive and multi-layered story, weaving different experiences 
together with a visually engaging exploration of the city’s 
architecture. 



 
 

“The continuous flow of underground passages allows for 
a non-linear narrative to emerge and a space for the 
audience to reflect and engage with their own histories, 
fictions and auto fictions.” 
– Audience Member 
 
 

 

 

 

 

Diverse and Inclusive 

“As you turn a corner, some diverse and inclusive new 
graffiti greets you: ‘Aids fuckers get out.’ Sometimes 
you wish you could.” 
– Owain Harrison 

Dorothy Towers shares the experiences of residents from ‘The 
Sentinels’, which consist of Clydesdale Tower and Cleveland 
Tower. These tower blocks have LGBTQ+ histories embedded 
within them, as is reflected in the names they have been given 
over the past 50 years. For example, the towers have been 
known as ‘Fairy Towers’ and ‘Dorothy Towers’. 

It was during the 1970s and 1980s that the site gained a 
reputation for being a place where many gay men lived. During 
the height of the HIV epidemic, when mortality rates rose 
steadily through the 1980s and peaked in 1995, many people 
living in these blocks had the virus; some sadly passed away, 
which is what led to the towers also becoming known as the 
‘Pearly Gates’: 

“In the 1980s they must have been about 20% gay, because 
lots of people had been diagnosed with HIV it was obvious 
there was a connection and so at this time some people 
called them the ‘pearly gates’. I moved in in about 1994, 
after having trouble where I lived before, the Council’s 
policy was they would rehouse you and so luckily after 



 
 

seeing a solicitor I managed to get a flat in the Towers. It 
was rough when I first moved in as there was no security, 
lots of drug dealers.” (Note 9) 
– Twiggy, quoted in Gay Birmingham Remembered 
 

 

 

 

 

Experiences of residents have changed over the years, 
according to wider social and cultural changes: 

“The gay people who have lived here and those who live 
here now, have lived here under different structures and 
regimes of law and the only way you find out about those 
changes, struggles and gains and different lived 
experiences of living in a place is if you tell them.” 
– Dorothy Towers Participant, Evaluation Interview, 3rd October 
2022 

In the era when HIV and AIDS emerged and when it was 
prevalent amongst gay men and not at all understood, there 
was a dominant narrative in the mainstream tabloid media that 
caused significant homophobia and the widespread placing of 
blame on gay men (note 10). This context changed the way in 
which the towers were perceived and how it felt to live there, as 
is poetically expressed by Owain Harrison: 

“But now, the subways that brought us together are the 
same ones that tear us apart, playing host to many violent 
actions, all hidden from view. We’re always hidden from 
view. Hidden behind hatches and frosted glass and locked 
doors. As you turn a corner, some new graffiti greets you: 
‘Aids fuckers get out.’ Sometimes you wish you could.” 
– Harrison, O. 2022 

Members of the gay community who survived the period when 
there was no way to treat HIV, continued to occupy the towers 
and the high percentage of people from the LGBTQ+ 
community living in the towers proved to be consistent into the 
2000s and the 2020s.  



Through its interwoven narratives, the film represents 
something of the contemporary intersectional diversity of 
LGBTQ+ communities. However, another detail of the towers 
that has been consistent is the extent to which the residents 
have been and continue to be from working class backgrounds: 

“One of the key things to say here is that this is a 
predominately working-class history. We’re not talking 
about the Bloomsbury Set. So, that’s one reason, perhaps, 
why these stories aren’t often celebrated.” 
– Sean Burns, Interview in Frieze, September 2022

This is arguably a key reason why the stories of the Towers’ 
residents would be lost without this film: 

“Sometimes these stories are lost with the people, and I 
think that’s a tragedy, because all this important, often 
working-class history and stories of people who have been 
marginalised and stories of people who have had to hide 
their lives, there’s a lot to be learnt from them, there’s a lot 
for my generation to learn.” 
– Sean Burns, Dorothy Towers, Evaluation Interview, 3rd
October 2022

“I feel very strongly that we in the midlands we are 
underrepresented on every level, it’s as if our lives are not 
important.” 
– Dorothy Towers Participant

“Sometimes these stories are lost with the people, and I 
think that’s a tragedy.” 
– Sean Burns



 
 

It is important that Dorothy Towers shares the diverse 
experiences of residents with people in Birmingham, from 
LGBTQ+ communities and beyond, who may not know of its 
history: 
 

 

 

 

 

  

“The movie is a compelling exploration of a narrative and 
story I wasn’t aware.” 
– Audience Member 4, Survey Feedback, Dorothy Towers 
Screening, Vivid, September 2022 

“I knew very little about these buildings and their amazing 
history before.” 
– Audience Member 7, Survey Feedback, Dorothy Towers 
Screening, Vivid, September 2022 

“I knew nothing about them before attending.” 
– Audience Member 8, Survey Feedback, Dorothy Towers 
Screening, Vivid, September 2022 

Furthermore, when asked how far (on a scale of 0 to 100) it had 
helped people gain new insight or knowledge, the average 
response from audience members was 88. Dorothy Towers is 
also important in extending upon local people’s existing 
knowledge of the towers: 

“I did know about Dorothy Towers, it’s like a local 
mythology, if you’re in the Queer community in 
Birmingham you know about it, but in terms of being inside 
it and being able to experience the lives that have lived 
there, that was new for me. How some people opened up 
and talked about living there, especially through the AIDS 
crisis, hearing that first hand from the participants, was 
very new to me.” 
– Dorothy Towers Editor, Evaluation Interview, 6th October 
2022 



 
 

It is also important that these stories are being shared beyond 
the West Midlands, not least in terms of bolstering a greater 
sense of value for the stories of the region: 
 

 

 

 

 

“I feel very strongly that we in the Midlands we are 
underrepresented on every level, it’s as if our lives are not 
important. There is a unique history here to do with LGBT 
struggles, but it’s as if your history is only important if 
you’re in London. Unless the experiences happen in 
London it’s as if they don’t matter.” 
– Dorothy Towers Participant, Evaluation Interview, 3rd October 
2022 

Although it is a ‘local story’, it has resonance for a wider 
audience and it also has a role in exemplifying how the local 
can be relevant to a national audience, in ways that might 
usefully shift perceptions of ‘the local’, and of a region: 

“It’s a local story with a broader resonance, that’s what I’d 
like people to take from it, something about the local. For 
people to think about Birmingham, and local stories more, I 
hope people will talk more about local stories, and you can 
get a critical mass and get people to come and see a film in 
a local area.” 
– Sean Burns, Dorothy Towers, Evaluation Interview, 3rd 
October 2022 

It is also important to share these stories with young members 
of the LGBTQ+ community and to be able to pass down this 
history to future generations: 

“Many people said to me on the night that the film has 
shown a new side of the lineage of the city or people said 
that they hadn’t known about the towers, or they were 
aware of the history of the towers, but they weren’t aware 
that so many people had died, that sort of thing.” 
– Sean Burns, Dorothy Towers, Evaluation Interview, 3rd 
October 2022 



 
 

The film is also a way in which the experiences of people who 
are no longer living can be shared with future generations: 
 

 

 

 

 

“It’s certain that previous generations of activism have 
pivoted the benefits and rights of queer people today. It’s 
good to be reminded of that, especially considering how 
many of our elderly are not here to tell the story 
themselves due to the Aids pandemic.” 
– Audience Member 3, Survey Feedback, Dorothy Towers 
Screening, Vivid, September 2022 

In this way Dorothy Towers has a significant part to play in 
representing the diverse experiences of residents of the towers 
to wider audiences, both geographically and to younger 
generations: 

“Making that accessible, (the stories) of our queer elders 
and making their experience accessible to younger queer 
people feels quite urgent and feels like quite an important 
responsibility.” 
– Dorothy Towers editor, Evaluation Interview, 6th October 
2022 

At its first screening the average age of people responding to 
the survey was 32, so it is clearly reaching a relatively young 
audience. Furthermore, the film has nurtured a sense of 
connectivity amongst this younger audience, who, when asked 
when asked how far (on a scale of 0 to 100) the screening had 
led them to feel connected to a shared history or culture, the 
average response was 97. This sense of connection with a 
shared history is perhaps indicative of how far the film will 
ensure that the stories and experiences that it is based upon 
will continue to be shared into the future. 

“Previous generations of activism have pivoted the 
benefits and rights of queer people today.” 
– Audience member 



 
 

Dorothy Towers Conclusions 
 

 

Through the making of Dorothy Towers, Sean Burns has 
extended practice in a wide range of ways, evidencing new 
ways of working and reasons to make, which can be 
summarised as follows: 

• A compassionate and care centred approach to evolving an 
ethical documentary, through considered and sustained 
dialogue spanning several years, is an effective way of telling 
stories through film. 

• Through a more longitudinal approach to documentary 
making, and ‘staying with the trouble’, participants can have 
more active roles in evolving a film, as they develop co-
creative roles. 

• This approach lends itself to the production of a multi layered 
film, in which there is no one dominant narrative, but instead, 
carefully interwoven narrative threads, held together through 
an unswerving aesthetic and soundtrack. 

• This careful and responsive approach can also inform the 
slow development of a relevant visual element that relates in 
nuanced ways to the film’s themes. 

• The visual elements of the film coalesce around the concrete 
and the architecture of the towers and their surroundings and 
so, for the film’s audience, the stories that are told through 
the film’s narratives will forever be entrenched in that space. 

• The use of a the most fitting medium is an effective way of 
realising an artist’s vision, regardless of how unfamiliar they 
might be with the tools of that media. 

• Working class queer stories are marginalised and at risk of 
disappearing if they are not documented and shared. 

• Film is an important tool for documenting and communicating 
marginalised stories that might otherwise disappear, not least 
once they are outside of living memory.  



 
 

Conclusions 
 

 

 

  

Conclusions 

Because these three projects have had autonomy, they have 
been able to push boundaries on what it means to be fully 
inclusive in intersectional queer space. Through such an 
approach learning has surfaced across all contexts, which can 
be summarised as follows: 

• Learning can and has been passed on to more established 
organisations who may traditionally be seen as perpetrators 
of marginalisation. This can be seen in the some of the 
access and anti-commercialisation learnings passed on to the 
organisers of Pride, as well as methods for presenting and 
discussing colonial artefacts to BMAG. 

• By modelling what can be achieved the work of all projects 
has shown that it is possible to establish new benchmarks for 
mainstream arts organisations and venues, for example: “The 
beginnings of what we want to happen and for it to be 
accessible for the rest of our lives.” (Mobilise member, Wrap 
Evaluation session, 29th September 2022) 

• The prioritisation and platforming of decision making by 
people who are less visible in queer space has been an 
effective way of developing innovative and pioneering work 
across all projects, through the co-creative roles of the 
Healing Gardens of Bab steering group, and the participants 
in Mobilise and Dorothy Towers. 

• Through having proactive decision-making roles people who 
are often marginalised from the mainstream cultural sector 
can effectively develop careers in which they might influence 
the mainstream to become increasingly inclusive and 
representative of diverse experiences. 



 
 

• Through working in very distinctive ways the three projects 
combine to profile the experiences, ideas and potential of 
people often further marginalised within the dominant 
LGBTQ+ community, across a range of platforms and 
contexts. 

• The three projects combine to ensure stories and histories 
that would otherwise be invisible, unheard or lost have been 
articulated, shared and ensured a space in the collective 
memory. 

 

  

“The beginnings of what we want to happen and for it to be 
accessible for the rest of our lives.” 
– Mobilise Member 
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Mobilise By Fatt Projects 

1. Results from this research can be found here: 
www.fattprojects.org/projects/mobilise

2. See: www.theguardian.com/music/2017/sep/14/pansy-
craze-the-wild-1930s-drag-parties-that-kickstarted-gay-
nightlife

3. At silent discos music is experienced through wearing 
wireless headphones 

4. www.gov.uk/government/statistics/hate-crime-england-
and-wales-2021-to-2022/hate-crime-england-and-wales-
2021-to-2022
Last accessed 24th October 2022 

5. See Hughes, M, 2015 and Just Like Us, 2021 
6. www.birminghampride.com
7. www.gorgeous.radio/podcasts/bally-singh/episode/crip-

ladywood
8. See Hershberger and D’Augelli, 1995; Fergusson, Horwood 

and Beautrais, 1999; Lock and Steiner, 1999; Cochran and 
Mays, 2000. 

The Healing Gardens of Bab 
 

 

 
 

 

 

  

1. www.wearefierce.org
2. A complex Samoan term meaning space, separated, be 

divided, estranged, distance between, and relationship. 
3. www.duckie.co.uk
4. www.wearefierce.org/event/princess-picnic-promenade
5. https:/www.refworld.org/docid/3ae6ab4b8c.html
6. See: www.grapevinebirmingham.com/fierces-healing-

gardens-of-bab-at-selfridges-review
7. www.blgbt.org/directory/journey-asylum-seekers-

group

https://www.fattprojects.org/projects/mobilise
https://www.theguardian.com/music/2017/sep/14/pansy-craze-the-wild-1930s-drag-parties-that-kickstarted-gay-nightlife
https://www.theguardian.com/music/2017/sep/14/pansy-craze-the-wild-1930s-drag-parties-that-kickstarted-gay-nightlife
https://www.theguardian.com/music/2017/sep/14/pansy-craze-the-wild-1930s-drag-parties-that-kickstarted-gay-nightlife
https://www.gov.uk/government/statistics/hate-crime-england-and-wales-2021-to-2022/hate-crime-england-and-wales-2021-to-2022
https://www.gov.uk/government/statistics/hate-crime-england-and-wales-2021-to-2022/hate-crime-england-and-wales-2021-to-2022
https://www.gov.uk/government/statistics/hate-crime-england-and-wales-2021-to-2022/hate-crime-england-and-wales-2021-to-2022
https://www.birminghampride.com/
https://www.gorgeous.radio/podcasts/bally-singh/episode/crip-ladywood
https://www.gorgeous.radio/podcasts/bally-singh/episode/crip-ladywood
https://www.wearefierce.org/
https://www.duckie.co.uk/
https://www.wearefierce.org/event/princess-picnic-promenade
https://www.refworld.org/docid/3ae6ab4b8c.html
https://www.grapevinebirmingham.com/fierces-healing-gardens-of-bab-at-selfridges-review
https://www.grapevinebirmingham.com/fierces-healing-gardens-of-bab-at-selfridges-review
https://www.blgbt.org/directory/journey-asylum-seekers-group
https://www.blgbt.org/directory/journey-asylum-seekers-group


 
 

Dorothy Towers: Sean Burns 
 

 
 

 

 

 

 
 

1. www.frieze.com/article/dorothy-towers-birmingham-
interview

2. www.karrabing.info
3. www.anthropology.columbia.edu/content/elizabeth-

povinelli
4. www.historicengland.org.uk/research/inclusive-

heritage/lgbtq-heritage-project
5. Haraway, D., 2016. 
6. For more info on Twiggy see: 

www.gaybirminghamremembered.co.uk/interview/23
7. C. Bryant and Son, architects of the Sentinel towers, were 

first listed on the London Stock Exchange in 1962 and went 
on to become Bryant Homes, which was one of the larger 
UK housebuilders when it was acquired by Taylor Woodrow 
in 2001. During 2010 the Bryant brand was phased out. 

8. www.gscene.com/news/the-history-of-dorothytowers-
to-be-explored-in-new-project

9. www.gaybirminghamremembered.co.uk/interview/23
10. See Watney, S. 1987  
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