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How do you define blacktino? In fact, how do you endeavor to define the performance of and/
or the potentiality for queer of color lives? In Blacktino Queer Performance, editors 
E.  Patrick  Johnson and Ramón H. Rivera-Servera successfully execute an answer to these 
questions through a powerful collection of performances, interviews, and essays. Together, 
these collected works offer a glimpse into another world operating alongside master narra-
tives of “race,” gender, sexuality, and class. As Johnson and Rivera-Servera explain,  

it is precisely because the term  ‘blacktino’ allows us to look at all of these things at the same 
time –queer subjects who configure their identities as both black and brown; queer social ex-
changes, intimacies, and conflicts between African Americans and Latinas/os; and the histori-
cal and contemporary relationships between black and Latina/o queer communities with 
homonormative whiteness – that we think the term proves both adequate and generative. (5) 

Like entering a performance space, Blacktino Queer Performance evokes a pedagogical, em-
bodied, and intersectional response from the reader/audience, and by offering a brief sketch 
of each part of the collection, I offer suggested reading practices to aid the reader/audience in 
their experience of this work. 
    In nine parts, the potentiality of queer of color bodies are explored in powerful, evocative, 
and often times, challenging sections that are at once similar but different, overlapping yet-
worlds away, and lovingly fantastic as well as based in the raw reality of bodies in motion. In 
Part I, the collection opens with The love conjure/blues Text Installation by Sharon Bridgforth, 
which utilizes a jazz aesthetic to embrace a “tenet of simultaneity by including different forms 
of media” (Richardson 66). This performance showcases the “South as a space where multiple 
sexualities and genders are central to black culture”  (Richardson 62). It is a kind of perfor-
mance that invokes the past and the future into the infinite present in a way where I knew 
these stories in my body, yet I didn’t know how I knew (Bridgforth qtd. in Richards). Through 
powerful scripting, an essay that re-walks you through the performance through the lens of a 
jazz aesthetic, and an interview with the writer, the opening of the collection sets a tenor and 
structure that is mimicked in each part throughout the collection. 
     As I work to create my own performance script focused on the everyday resistances and 
agency of nonheteronormative Chicanxs in the U.S. Southwest, I will rely on the pedagogical 
lessons within each part and performance of this collection for mentorship, guidance, and 
ganas as each offered multiple understandings of performance theory and the very process of 
creating performance. In Part II, the reader experiences the power and rigor of   Machos di-
rected and developed by Coya Paz and created by Teatro Luna. This performance “seeks to il-
luminate the ways in which masculinity presents both freedoms and constrictions” (Roberts 
154). As such, I have assigned this performance within my intercultural communication and  
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performance studies courses as a way to openly dialogue on the nuances and complexities of 
gender, sexuality, race, ethnicity, and class. In an interview, Paz discusses 

how little space there is for men to speak honestly about their lives. There’s so much violence 
towards men who try in any way to be vulnerable or emotional. I mean we have a culture 
that’s so invested in asking men to behave a certain way, in ways that are really punished 
from an early age if they don’t. (qtd. in Ybarra 167) 

As in the previous part, the inclusion of an essay that reviews the performance and that adds 
additional insight was essential to understanding the process behind the performance. 
Roberts, the sound designer and composer for Machos, discusses the major gestures of the 
performance as a “juxtaposition of multiple voices and perspectives with a more in-depth sin-
gular narrative” (155). Whether discussing theory or practice, each part in the collection of-
fered a pedagogical lesson for the reader/audience or the performance artist/writer. 
   For instance, in Part III, one experiences the brilliance and fierce performance theorizing 
of E. Patrick Johnson in Strange Fruit A Performance about Identity Politics, which is embod-
ied as an act of performance as well as an act of resistance. Johnson’s performance is part of  “a 
larger articulation of black ‘quare’ studies” (DeVere Brody 215) that “draws on actual events in 
John- son’s life, while highlighting their performative dimensions” (214). Johnson plays “his 
mother, his students, acquaintances, and friends, in addition to historical figures such as El-
dridge Cleaver – even purportedly homophobic folks such as black preachers and students at 
Amherst College” (DeVere Brody 215). In an interview with Bernadette Calafell, Johnson ex-
plains how he “was trying to make some kind of connection between my physical body   as it 
is before you as the audience, and the various representations of my body in history” (230–
31), and “when those moments are framed and presented, replayed before us, we really get to 
see why they are problematic”  (233). Given the pedagogical nature of performance work, I 
found myself needing to give my mind, body, and soul a few days to process each part. 
   In these moments, the interviews and essays following each script were immensely helpful 
to (re)envisioning the performance script. Without the privilege of seeing the performance, I 
felt, like in live performance, an immediate need to reach out to others to describe, critique, 
or learn about the images that remained with me from each part. Images from the live per-
formances were included in each part to help the reader/audience. In Part IV, the reader will 
be challenged by  the embodied performance of  Javier Cardona’s Ah mén  translated by An-
dreea Micu and Ramón H. Rivera-Servera. This performance asks “questions about the ideal-
ized constructions of Puerto Rican bodies by focusing on the prescription, transmission, and 
enforcement of normative masculinities as maintained by social institutions such as the fami-
ly, church, school, and the state”  (Rivera-Velázquez and Torres Narváez 264–66). With few 
lines of dialogue and many descriptions of movement, this performance centered the body 
because as Cardona describes “the body is nebulous territory, unsteady, difficult if not impos-
sible to control, to codify” (qtd. in Arroyo 276). Given the challenges of embodying perfor-
mance in text, I encourage the reader to experience this collection with an online or offline 
reading group, in a graduate level course, with a colleague, or with a close friend or 
family member. 
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    Each performance I discussed with others allowed a deeper understanding of the perform-
ance, and further, I was able to share important concepts, terms, performance choices, and 
rationale brought up by each scholar and artist’s contribution. For example, in Part V, we 
experience the exuberance and insight of Dancin’  the Down Low by Jeffrey Q. McCune Jr., 
which “not only features men who live on the down low, but it also reveals the experiences of 
many of those whose lives are impacted by their actions” (Thompson 321). McCune Jr. dis-
cusses, in an interview with John Keene, how this performance draws from ethnographic re-
search (333), and how given the accessibility of performance, it was easy and exciting to share 
this text with others because “your tea is spilled with everyone else’s” (341). In Part VI, Cuban 
Hustle by Cedric Brown, the reader/audience is transported to the Caribbean and the Blackti-
no politics, transnational relationships, and the dynamics of queer love, desire, and money. It 
is here where insight from the perspective of a performer becomes powerful. Marlon M. Bai-
ley, the actor who played Felix in the performance, describes the make-up of the audience; 
their reactions to the twists and turns of the narrative; and illuminates how 

Cuban Hustle serves as both a way to illuminate the complexities of black queer marginal-
ization in the United States and of exploring the black queer diasporic subject’s ability to 
imagine and experience spheres of sexual desire and love that extend beyond geopolitical 
and national boundaries. (373) 

Brown, in an interview with D. Soyini Madison, describes not only his insights into the script/
performance from the creation process perspective, but he details how the performance is 
based on a real experience from his life. It is an intimate yet profound interview that dialogues 
on the “political economy of love” (390). Experiencing the raw poeisis, mimesis, and kinesis 
of bodies performing culture, identity, andsociety is oftentimes an uncapturable experience in 
text – but this collection achieves a certain brilliance. 
    Each section demanded (like performance) to be experienced on its own terms from its 
own understanding of the world. PART VII is refreshingly focused on the intimacies and 
complexities of Black lesbian relationships within Seens from the Unexpectedness of Love by 
Pamela Booker. As a cisgender queer Chicano male married to a cisgender gay Mexican-
American male, I was drawn into the complexities of this performance as it dealt with queer 
relationality and queer unions. This performance is  

a highly theatrical play of five movements and eight ‘seens’ (rather than scenes) in which 
characters don masks, directly address the audience, compete in a physical and verbal boxing 
match, inteact with a chorus, and sometimes perform scenes shaped by specific musical gen-
res. (Jones 440) 

This performance revolves around  “the question of gender and sameness”  (Nyong’o 454). 
Whereas in other parts, such as in PART VIII, I was challenged out of my comfort zone, and I 
often had to stop and return to the performance of Berserker by Paul Outlaw. When the per-
former emerges naked from a large black plastic bag, I felt   the powerful juxtaposition of Jef-
frey Dahmer and Nate Turner, 

the former the psychopath who reasons that he can only be close to the nonwhite males he 
desires by killing and devouring them, and the latter the slave who reasons that he can gain  
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his freedom only by destroying the white people who stole his labor to build America. (Nero 
489) 

Outlaw explains that “these two are the flip sides of this coin, violence as a way of dealing with 
an impossible decision”  (qtd. in Young 504). It was a riveting way to look and understand 
theworld. As I continue to think about the power of these two performances, I am grateful to 
the editors, artists, scholars, and contributors for their insights and for moving beyond the 
text to give the reader a truly pedagogical, embodied, and intersectional experience. 
   If I was to offer any criticism, I would name a common problem with the politics of repre-
sentation in that this powerful and memorable collection is only the tip of the iceberg when it 
comes to the complex and myriad ways Blacktino queer performances can and do create 
worlds where survival and agency are possibilities. PART IX gestures towards the various 
queer of color stories that still need to be told and shared and that still need to be lived. In I 
Just Love Andy Gibb: A Play in One Act by Charles Rice-González, the performance shows 
how  “Puerto Rican black gay men internalize dominant paradigms of beauty that favor 
white or  light-skinned individuals … and discriminate against black or dark-skinned Latino 
men like themselves”  (La Fountain-Stokes 542). In an interview, Rice-González epitomizes 
the reasoning behind my minor critique when he says that not 

all of our experiences are the same – each person has their own particular circumstances, but there is 
also a universal experience that is shared by a group of people who are alive at a particular time and 
live in a particular region. (qtd. in Rivera-Servera 561) 

This collection is a call for more collections that empower, (re)member, and advocate for 
queer people of color. It is an excellent choice for artists, activists, and academics interested in 
the intersectionality of race, class, gender, and sexuality (and more); cultural performances 
of power and resistance; and the potentiality of queer of color worldmaking. 
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