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Article

A single twin mattress with the foot closest to the audience, 
center stage left, is bathed in blue light. A pile of medium-
sized twigs sits downstage right with a sign instructing 
audience members: Please pick up twigs and break them 
sometime during the performance. You may pick up as 
many or as few twigs as you want (please take at least one) 
and you can break them at any time during the performance, 
either one at a time or all at once. A performer, dressed in a 
loose fitting gray t-shirt and pants stands at the foot of the 
mattress facing the audience.

*

In this essay, I posit the value of queering family narra-
tives through the practice of collage. I use a narrative from 
my own family—cracking it open, interrupting its flows 
and rhythms, and exposing the fissures that are always/
already part of such narratives—to disrupt the heteronorma-
tive underpinnings of traditional notions of family that are 
often reproduced in multigenerational family narratives. I 
incorporate several different voices and textual styles, and 
tack back and forth among them, to disrupt readers’ typical 
sense-making practices. I do this not to trick you, nor to 
make the essay impossible to comprehend. Rather, I attempt 
to take on Halberstam’s (2011) “queer art of failure”—to 
fail productively. While it is possible to dissect the paper, 
extracting each voice or section and making a somewhat 
linear story from it, I hope you will instead engage the frag-
ments as fragments, looking for the meaning in the fissures 
and juxtapositions.

*

The performer begins telling a story.

CraCk!
The Queer Art of Failure dismantles the logics of success and 
failure with which we currently live. Under certain 
circumstances failing, losing, forgetting, unmaking, undoing, 
unbecoming, not knowing may in fact offer more creative, 
more cooperative, more surprising ways of being in the world. 
(Halberstam, 2011, pp. 2-3)1

I want to tell you a story, a family story, a queer family 
story. It’s a story that on the surface fulfills and perhaps 
reinforces a number of heteronormative constructs. It 
involves multiple generations—enforcing a kind of norma-
tive interest in futurity as it is connected to traditional repro-
duction. It involves several couples each comprised of one 
cisgendered female and one cisgendered male partner—
re-enforcing society’s heteronormative expectations about 
intimate relationships. It is a story of White, middle class, 
and mostly able-bodied people. In short, it is a story about 
my extended family—my parents (L. and F.); my brother, 
his partner, and their child (R., A.M., and T.); my partner 
and me (K. and A.K.); and my grandmother (Grammie).2 
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abstract
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And in one way of telling this story, it is traditionally coher-
ent. It has a beginning, a middle, and an end. It has an 
Aristotelian narrative arc. So, why would you want to listen 
to this story? Why would I want to tell such a story that risks 
replicating or recentering privileged identity positions?

CraCk!
Perhaps our first subject was always this inadequacy of 
language. Its unsuitability for the job it has to do, its failure. 
And in this failure—by definition language is not and cannot 
express what it seeks to describe—an admission of the struggle 
in everyday life—to get blunt tools to do fine work, to carve 
out a life in, around, despite of and through what passes for 
culture in the late twentieth century. (Etchells, 1999, p. 102)

So, it was a dark and stormy night. No, really, so my 
almost 90-year-old grandmother was coming to visit for the 
holidays, along with much of our family. And the previous 
year when she came to visit, she stayed in our bed, but our 
bed is currently not available because, at the time, we did 
not “own a baby” and now we do.

CraCk!
The institution of traditional family has set the direction and 
tone for sexual life. The term family has been synonymous not 
just with heterosexuality broadly defined, but with a very 
specific brand of heterosexuality, which ideally involves 
marriage, baby making, monogamy, ownership of property, 
espousing middle class and white values, etc. (Elia, 2003, p. 65)

The performer hears a crack from an audience member 
breaking one or more of the twigs. With her arms crossed in 
front of her, she falls like a plank backward onto the mat-
tress. She quickly rolls to the right side off the mattress onto 
the stage floor, jumps to her feet and begins the story again. 
But before she can begin the story, she interrupts herself 
with a quotation from a theorist or artist. She speaks the 
passage and then begins the story again.

*

Christmas of 2011 we were once again invited to 
Connecticut. A.M. had taken off as much time as possible 
when she had T. and wasn’t able to take the time off to 
travel. L. and F. drove to Melbourne, Florida, and picked 
me up. We drove to Orlando and flew from there to 
Hartford, Connecticut. We had a very nice trip and when 
we arrived, R., T., A.K., and K. met us. (A.M. was at work.)

CraCk!
So, what is a “queer family?” . . . The term “family” refers to 
groups of individuals who define each other as family and 
share a strong emotional and/or financial commitment to each 
other, whether or not they cohabit, are related by blood, law, 

or adoption, have children, or are recognized by the law. 
(Bernstein & Reimann, 2001, p. 3)

This is also a queer story. It’s a story that, told in a differ-
ent way, reveals what is not always apparent on the surface. 
It involves at least one overtly queer participant—although 
that one participant, me, is often read by others as hetero-
sexual because of the privilege of being partnered with 
someone of a different sex and gender. I say “at least one” 
because I don’t know for sure the sexual identity of all the 
other participants; I don’t want to presume heterosexuality. 
It is a story that involves several overt failures—failures of 
narrative potential, human intervention, and consumer prod-
ucts. It is also a story of what happens in bed.

*

So we need a place for her to stay, and so I went to [Big 
Box Furniture Chain Store] and bought a bed. And I went 
with the least expensive permanent bed model that was 
available. But I upgraded the slats one level to the kind of 
mid-level price range, because I figured it would make it 
more comfortable for her and it’d be a little more stable.

CraCk!
“Queer time” is a term for those specific models of temporality 
that emerge within postmodernism once one leaves the temporal 
frames of bourgeois reproduction and family, longevity, risk/
safety, and inheritance. . . . I see postmodernism as simultaneously 
a crisis and an opportunity—a crisis in the stability of form and 
meaning, and an opportunity to rethink the practice of cultural 
production, its hierarchies and power dynamics, its tendency to 
resist or capitulate. (Halberstam, 2005, p. 6)

The performer falls to the mattress again with another 
crack of the twigs in the audience. Again she rolls to the 
stage floor, jumps to her feet and begins the story again in 
another voice. The voices begin to jumble together, making 
it harder to distinguish the edges of the stories.

*

R. had purchased a new bed from [Big Box Furniture 
Chain Store] and he installed it in what was their office. This 
space was to be my room. It was a nice room, right across the 
hall from the bathroom, and was just perfect for me.

We had a wonderful evening getting reacquainted with 
T. and just visiting with everyone. T. is such fun. It was 
such a pleasure to be with the whole family.

We all went to bed.

CraCk!
“Queerness is essentially about the rejection of a here and now 
and an insistence on potentiality or concrete possibility for 
another world.” (Muñoz, 2009, p. 1)
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The performer begins running back and forth across the 
stage. Each time she hears a crack she runs back to the foot of 
the mattress, falls, rolls, jumps up, and begins running again. 
She picks up the story at another point, in a different voice.

*

I just imagine reaching this point where I’m trying to get 
them to explain to me what would constitute a good design 
for how slats sit in the frame of a bed versus a bad design. 
What are the possible things that could happen with free-
floating slats hanging in a bed frame? How could they 
potentially move?

CraCk!
[Heteronormativity is] the institutions, structures of understanding, 
and practical orientations that make heterosexuality seem not 
only coherent—that is, organized as a sexuality—but also 
privileged. Its coherence is always provisional, and its privilege 
can take several (sometimes contradictory) forms: unmarked, as 
the basic idiom of the personal and the social; or marked as a 
natural state; or projected as an ideal or moral accomplishment. It 
consists less of norms that could be summarized as a body of 
doctrine than of a sense of rightness produced in contradictory 
manifestations—often unconscious, immanent to practice or to 
institutions. (Berlant & Warner, 1998, p. 548)

Queer theory is an ambiguous, fluid, resistive, and cha-
otic realm of knowledge/antiknowledge. Queer/Quare theo-
rists tend to be variously interested in mapping “queer 
failures” (Halberstam, 2011), such as the way some queer 
subcultures embrace the here and now rather than focus on 
the future; positing “queer utopias” (Muñoz, 2009), such as 
the way artists use utopic urges to embody radical possibili-
ties for change; resisting binaries of all kinds (Yep, 2003), 
and possibilizing collectivities that embrace radical inter-
sectionality (Johnson, 2001), such as the ways many queer 
scholars/artists of color push for more complex descriptions 
and accounts of the intersections of our identity positions. 
They have in(/con)fused many disciplines with possibilities 
for scholarship and creative work that is more than just 
inclusive of multiple sexualities.

*

The motion could be side-to-side, it could be front-to-back 
or it could be rotational. It’s not going to be up and down, 
really. Those are the possible axes of rotation or the axes of 
motion of the slats. Those are the ways the bed can fail.

CraCk!
The project of subcultural historiography demands that we 
look at the silences, the gaps, and the ruptures in the spaces of 
performance, and that we use them to tell disorderly narratives. 
(Halberstam, 2005, p. 187)

So I did that and I brought the bed home and, as with all 
things [Big Box Furniture Chain Store], I assembled it, 
which was not particularly complicated for this model, and 
I tested it out.

*

We all went to bed. I was very comfortable until about 
3:00 a.m.

*

Run, fall, roll, jump. Run, fall, roll, jump. Run. Run. 
Run. Run. Fall, roll, jump, run.

CraCk!
There are rules for the critical writing here (unspoken rules, 
only discovered afterwards): that it should open doors not close 
them; that it should in some way mirror the form of its object; 
that it should work with the reader as a performance might 
(playing games about position, status and kinds of discourse). 
That it should be, in short, a part of the work, not an undertaker 
to it.

With these rules in mind we felt that because the work we 
made or loved was often in fragments or layers (of image, 
sound, movement and text), the writing, too, should be in 
fragments—fragments between which the reader must slip 
and connect if she is to get anywhere (Etchells, 1999,  
p. 23).

Mary Conway (2004) proclaims the need to embrace 
queer aesthetics in contemporary marriage equality debates. 
She makes her argument by describing features of a 
“Fluxwedding”—a wedding between two women that 
incorporated elements of the Fluxus art movement—that 
happened in Denmark in 1999. Fluxus artists embrace pro-
cess over product and maintain an active dismissal of com-
modification. Conway explains, “Fluxus fails not only 
because of its resistance to commodification, but because of 
its resistance to re-presentation” (p. 176). Moreover, she 
explains the importance of chance elements in the Fluxus 
Movement generally and in this event specifically. “Chance 
helps resituate the art practice as an element of time rather 
than space,” Conway writes, “and shifts the emphasis away 
from being toward becoming, and representation toward 
presentation” (p. 178). Interestingly, Muñoz also invokes 
the notion of flux when writing about utopian performance. 
Muñoz (2009) claims, “It is productive to think about uto-
pia as flux, a temporal disorganization, as a moment when 
the here and the now is transcended by a then and a there 
that could be and indeed should be” (p. 97). The confluence 
of flux, chance, and queer aesthetics described by Conway 
and Muñoz in the service of proposing queer world-making 
possibilities suggests a possible strategy for engaging other 
queer projects.



98 Cultural Studies ↔ Critical Methodologies 14(2)

Chance is one performative structure I consistently use 
in my own art/scholarship. Along with other performance 
artists (Etchells, 1999; Goulish, 2000), I embrace a collage 
aesthetic in my performance and writing practices. This 
resonates with a number of queer theorists who have turned 
to sustained attention on the aesthetic and, particularly, 
more disruptive aesthetics that make use of interruptions 
(e.g., visual collage or intertextual performance), cyclicality 
(e.g., literary or cinematic work with unending or recurrent 
images or themes), and failure (e.g., work that literally falls 
apart or doesn’t work correctly). In my own work about col-
lage as a performance/qualitative methodology I foreground 
the importance of juxtapositions (the collision or contact of 
two or more images or texts, sometimes deliberately con-
structed by collage artists) for potentially disrupting norma-
tive structures. In an earlier essay on collage I claim:

[I]t is not the original stories themselves that are most important 
. . . . It is their collision—or more appropriately their constant 
acts of colliding but never quite crushing each other or 
subsuming each other or erasing each other or perhaps even 
meeting each other—that is at issue. (Kilgard, 2009, p. 1)

In other words, while the stories themselves have some 
meaning(s) on their own, they do not carry the entire mean-
ing of the new (collaged) work. The resonances produced 
when a word, phrase, image, or concept recurs, or when 
such a text supports, negates, or challenges another text are 
part of the meaning of the text. This kind of text requires a 
different kind of active sense-making from the reader than 
other, more traditional, linear texts. It also allows for read-
ers to make meaning in what is sometimes unspoken or 
unwritten. This quality makes it especially useful for engag-
ing taboo or stigmatized identity positions.

*

And I tested it out by bouncing on the bed, rolling over 
on the bed, throwing myself from side to side on the bed, 
and changing which way the head was, and, you know, all 
sorts of things you would do with a new bed. And, it was 
stable. And there were no problems with it. And I figured I 
probably weigh more than our almost 90-year-old grand-
mother, and I was certainly quite a bit longer, so, I thought 
it would work very well.

CraCk!
Generational logic underpins our investments in the dialectic 
of memory and forgetting; we tend to organize that chaotic 
process of historical change by anchoring it to an idea of 
generational shifts (from father to son), and we obscure 
questions about the arbitrariness of memory and the necessity 
of forgetting by falling back on some notion of the inevitable 
force of progression and succession. De-linking the process of 
generation from the force of historical process is a queer kind 
of project. (Halberstam, 2011, p. 70)

I must have turned over or moved a bit and I heard 
CRACK! It frightened me, as I had no idea what it was. I lay 
very quiet, but my foot cramped a bit and I moved around a 
bit and heard CRACK, CRACK! Now I was frightened and 
I decided to get up and turn on the light and see what was 
happening. I sat up and put my feet on the floor and then—
CRACK, CRACK, CRACK! And the whole inside of the 
bed hit the floor. I was caught! My legs were on one side of 
the rail and I couldn’t move. I didn’t know what to do. I 
couldn’t get up and I hated to yell. Very soon, there was a 
small tap at the door and R. said, “Grammie!”

*

So, they arrived and Grammie went to bed and every-
thing was fine. Everybody else went to bed. Around 2:30 in 
the morning, we hear a loud THUMP. And my first instinct 
was, Oh, no! It’s the baby, because I’m used to being awak-
ened in the middle of the night by the baby. And I don’t 
know what could cause the baby to make a loud thump. 
Maybe T.’s learned how to climb out of the crib. I don’t 
know. So I ran out of the room and checked on the baby and 
T. was sound asleep. So then my second thought was, Oh, 
no! It’s this brand new bed that’s collapsed, because I don’t 
know what else could have caused that thump, and every-
body else in the house was sleeping on the other end of the 
house. There were no signs of anybody around.

And so, I go out and I go to the room next door. And I put 
my ear against the door and I don’t hear anything, so I kind 
of tap, tap, tap on the door. And I say, “Grammie?”

CraCk!
The deployment of the concept of family, whether in hetero 
or homo contexts, almost always introduces normative 
understandings of time and transmission. Family as a concept is 
deployed in contemporary popular culture as well as in academic 
cultures to gloss a deeply reactionary understanding of human 
interaction; it may be the case that we must forget family in our 
theorizations of gender, sexuality, community, and politics and 
adopt forgetting as a strategy for the disruption of the regularity 
of Oedipal transmission. (Halberstam, 2011, p. 71)

While some theorists suggest the concept of “family” 
itself is a conservative concept that is not necessarily mean-
ingful for a queer theorizing of interpersonal bonding, I 
believe it is important to consider ways or methods with 
which queer theory can interrupt normative family narra-
tives and, perhaps, queer the notion of “family,” while not 
doing away with it altogether. This is important for at least 
two reasons. First, families are the most common organiz-
ing units for social and cultural belonging. Expanding the 
common understanding of what constitutes family might 
allow more people to benefit from such belonging. Second, 
the concept of “family” too often conjures an unrealistic 
and problematic vision of White, middle or upper class, 
heterosexual, and able-bodied couples with children. 
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Queering family narratives might more accurately reflect 
the much more complex and thickly intersectional ways we 
live with and among other people.

I am also interested in the ways we might queer the 
notion of generational transmission of historical informa-
tion (e.g., sharing stories among people of different genera-
tions rather than seeing the transmission of stories in only 
one direction as being passed down from elders to younger 
people) and the heteronormativity of generational logics of 
futurity (e.g., creating family structures or narratives that do 
not only celebrate reproduction or permanency as the most 
important qualities of family), while acknowledging the 
importance of “family” structures for the well-being of 
many people. Can mutual storytelling or critically inter-
rupted performance crack open any queer possibilities for 
our notions of “family?” Is such an attempt always doomed 
for failure? Can such failure participate in Halberstam’s 
(2011) “queer art of failure,” Muñoz’s (2009) “queer uto-
pia,” or Yep’s (2003) “queer world-making”?

*

The performer is out of breath. She is trying to tell the 
story clearly, but the sticks keep breaking, so she keeps 
falling, rolling, running, changing voices. She is trying to 
make sure the audience understands the story. Yet, the 
story keeps getting interrupted by her falling, by her chang-
ing voices. Jump, roll, run.

CraCk!
Heteronormativity is more than ideology, or prejudice, or phobia 
against gays and lesbians; it is produced in almost every aspect of 
the forms and arrangements of social life: nationality, the state, and 
the law; commerce; medicine; and education; as well as in the 
conventions and affects of narrativity, romance, and other protected 
spaces of culture. (Berlant & Warner, 1998, pp. 554-555)

The motion could be side-to-side, it could be front-to-
back or it could be rotational. It’s not going to be up and 
down, really. Those are the possible axes of rotation or the 
axes of motion of the slats. Those are the ways the bed can 
fail. So what are potential problems that could be involved 
with this? The biggest one is making the supports just a lit-
tle too wide. I mean, it seems obvious that if you make them 
a little too wide then the slats could slide side-to-side and 
the bed falls through. Or they could all get bunched up on 
one end and the bed could fall through. Or they could rotate 
and the bed could fall through.

*

I was so happy to see him. A.M. also came, and soon L. 
and F. showed up, too. They got me out of the bed and, 
although I was terribly embarrassed, I wasn’t hurt. They 
had all heard the noise and came to investigate. A.K. and  
K. were sleeping upstairs and hadn’t heard the noise, so 

they slept through the whole thing. I spent the rest of the 
night on the couch. R. and A.M. offered to let me have their 
bed, but I refused.

CraCk!
The queer art of failure turns on the impossible, the improbable, 
the unlikely, and the unremarkable. It quietly loses, and in 
losing it imagines other goals for life, for love, for art, and for 
being. (Halberstam, 2011, p. 88)

And I can’t remember what she said. It wasn’t a pan-
icked statement. It was just something like, “Oh, can you 
help me?” And I opened the door and she and the entire 
mattress slat structure have fallen through the frame of the 
bed. And her bottom is on the ground on top of the mattress 
and her legs are kind of over the side, because she’s tried to 
climb out of the bed, but she can’t. And, so, with great care 
we lifted her out of the bed and checked that she was OK. 
And she was very shaken up, but otherwise physically OK, 
though she did get a bruise, I think. But otherwise, she was 
fine. So that’s what happened on the evening.

*

This “family” narrative emerges from my research about 
performances of consumerism. In the story, as it is told by 
several members of a/my family, there are multiple failures. 
"Failure" is a generative concept in queer theory (see 
Halberstam, 2011). Halberstam is interested in countering 
hegemonic and normative discourses of success with queer 
discourses of failure. One can parse Halberstam’s title, The 
Queer Art of Failure, in several ways. First, failure is a 
queer art. In this sense, queer is a modifier of art. Failure is 
artistic. The aesthetic dimensions of failure are markedly 
queer. Second, we could think about the book as a reposi-
tory and critique of an archive of queer art that points to 
failure as a significant component. Failing, Halberstam 
claims, is accomplished/not accomplished artfully.

CraCk!
It is writing which I hope has dirty hands and with that a 
pragmatism and fluidity that comes from the making process in 
which an endless making-do is one’s only hope for progress, in 
which dogma never prospers, in which the surprises of 
improvisation, mistakes and of changing one’s mind are the 
only certainties worth clinging to. (Etchells, 1999, p. 23)

R. was just beside himself; I guess it really was a bit too 
much for him to provide a bed for his grandmother and have 
it collapse in the middle of the night.

*

The performer collapses onto the mattress as more sticks 
break in the audience. CRACK! CRACK! She rolls to the 
side and gets to her feet—much more slowly now.
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*

Well, so, we examined the bed the next day, and we 
determined the problem was that the sides of the bed were 
bowed out. And the slats, that are a fixed length, just slipped 
right through. And they were just barely long enough to 
cover the gap, but there was a little extra wiggle room. And 
they wiggled and apparently rotated just the right way so 
that they could fall through. Clearly, this is a severe design 
flaw of this product. And you would think that, since it’s 
[Big Box Furniture Chain Store], they would have thought 
of this. There should be a hundred little screws that you 
would have to screw in with an allen wrench. Each little slat 
would be fixed in place and then you wouldn’t have a prob-
lem. But they didn’t do that.

CraCk!
[E]arlier works [in communication studies and sexuality] 
assume a minoritizing view of homosexuality and affirm the 
heterosexual center as normal, invisible, and unquestioned. 
(Yep, Lovaas, & Elia, 2003, p. 3)

So, we went back to [Big Box Furniture Chain Store] 
and I figured I would put the unpleasant business of yelling 
at them off until another day. But we bought another set of 
slats and then I nailed each of those slats to the bed frame 
with several nails—turning the bed that could be easily dis-
assembled into one that could not be disassembled anymore 
without ruining the slats. But that made a stable bed out of 
it, so that’s what we did.

*

Our efforts to narrate “family” often fail by not acknowl-
edging the failures that are inherent. Too often they repli-
cate existing normative power structures by trying to fix 
moments into their “proper” place. By hammering stories 
into place, forcing an unnatural stability, we ignore or 
obfuscate the ruptures, fissures, and failures that comprise 
many family stories. Such ruptures in narratives of family 
reveal how we accomplish normativity and how we resist it.

CraCk!
Queerness is that thing that lets us feel that this world is not 
enough, that indeed something is missing. Often, we can 
glimpse the worlds proposed and promised by queerness in 
the realm of the aesthetic. The aesthetic, especially the queer 
aesthetic, frequently contains blueprints and schemata of a 
forward-dawning futurity. Both the ornamental and the 
quotidian can contain a map of the utopia that is queerness. 
(Muñoz, 2009, p. 1)

The next morning R. and F. took the bed apart to inves-
tigate and there was a flaw in the frame on which the slats 
rested. They went back to the [Big Box Furniture Chain 

Store] and got new slats and nailed each slat down. Then 
each of them tried the bed—bouncing and jumping on it and 
it was fixed perfectly. I was a little apprehensive about 
going to bed that night, but had a restful night and was com-
fortable for the rest of our stay.

My Grammie is a storyteller. She has taken a bunch of 
storytelling classes and, after several terms, her teachers 
encouraged her to write up her stories. Several years ago, 
she compiled her stories into a memoir and gave it to the 
whole family for Christmas. At 90 years now, she’s con-
sidering an addendum, “because a lot has happened in 
these last few years.” Grammie’s life, while it conforms to 
normative notions of whiteness and heteronormativity in 
many ways, does not always reinscribe the status quo. 
Some of my favorite of her stories tell of her refusal to 
wear dresses because she loved to climb trees, and of her 
decision to leave the United States to work in Venezuela 
rather than stay in a static life in rural Nebraska. Grammie 
might resist my characteristic of some of her narratives as 
queer. But she would certainly agree that narratives of 
family are not always a success—and that the failures may 
be constructive.

CraCk!
I urge communication teachers and scholars to interrogate and 
unpack the homo/heterosexual binary, disentangle and 
demystify the power of heteronormativity in our scholarship, 
pedagogy, and cultural politics, and to create and produce 
historically specific and embodied racialized knowledges of 
the human sexual subject. (Yep, 2003, p. 48)

What are the possible ways a story can CRACK? We 
might insert scholarship into our family stories, interrupting 
the narrative flow and forcing juxtapositions of different 
kinds of writing and texts. We might explicitly address 
taken-for-granted identity positions by marking and making 
visible normative and nonnormative identities. We might 
fracture narratives. We might invite multiple storytellers to 
participate in the telling. We might deliberately leave some 
things out. These strategies are not new. Nor are they unique 
to queer storytelling. However, such practices resonate with 
many queer theorists’ discussions of queer world-making. 
These practices foreground the partial, messy, and frag-
mented nature of our daily lives.

Crack is a verb and a noun. It is an active process of dis-
mantling or destroying or clearing away and it is the space 
that results from such an activity. It may also be a command: 
CRACK! Crack your own stories, your own identities. Crack 
open what you think family is and should be. CRACK!

*

One of my favorite things about this story is that I slept 
through the whole thing. I can only tell this story through 
others’ voices and through my imagination. I like to 
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imagine how T. will tell this story. Will T. find queer world-
making possibilities in our family narratives?

*

The performer lies on the mattress on the floor. She doesn’t 
roll to the side. She doesn’t jump to her feet. She doesn’t run 
back and forth across the stage. She faces the ceiling and 
begins to speak.

This is a story, a family story, a queer family story.
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Notes

1. I use uncontextualized quotations to start each moment after a 
CRACK! in the text. These quotations function like epigraphs 
to each section. The content of each quotation should resonate 
with, but not fully explain or define, the text below it. It is one 
fragment to be read with and against the other textual frag-
ments that comprise each section. The quotations are also part 
of the conceptual performance that I use as the frame for this 
essay. The performer is actually saying these quotations in the 
performance I am describing each time she gets up after falling 
onto the mattress.

2. I use initials instead of names in this paper to foster ambiguity 
about the sex, gender, and sexuality of the participants
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