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Looking Back to TRUTHQUEST:  

The Monstrously Queer Adventures of Sir Id 

Reflections on Milo Osswald’s Honors Capstone Project 

 

As my undergraduate courses culminated and I worked on my capstone 

project, I knew that I must continue to work with passions that had been uncovered 

in the most recent year. I had discovered and then cultivated deep interest in the 

craft of Directing (Theatre and Film), and wished also to work with subjects that 

were at the forefront of my personal and academic life. I have always wished to use 

my artistic and creative talents to work for greater social justice, and felt that my 

senior project must address these aims whilst stretching and expanding my 

Directing and Theatre crafting skills. 

In the year before I started to concretely create TRUTHQUEST, I engaged in 

immersive research. I read many autobiographies and novels written by 

transgender writers (Including authors Kate Bornstein, Jamison Green, Chaz Bono, 

Loren Cameron, Max Savage and others). I watched documentaries about Drag (e.g. 

Paris is Burning) and Transgender activists and artists (e.g. Gendernauts) as well as 

accounts of Transmen who recorded their hormonal-transitions on Youtube. I 

wanted to see many examples of a sharing of one’s intimate life-story (related to 

gender), but I knew that the theatrical performance I created would be fictionally 

autobiographical; the majority of text that was given to Sir Id and the creatures in 

the Carnival was crafted from journaling that I did while researching and whilst 

engaging in a dialogue with my own transitioning gender-identity. I attempted to 

film myself every couple of days speaking about many topics, which felt centrally 

important to my emerging identity as a Transgender man. Some of these videos 

became part of the “Sacred Cave” experience. I also reflected and culled from past 

work, including a collaborative originally devised piece entitled “TRANS-”, which 

had been the beginning of exploring my Transgender identity through the crafting of 

original theatrical performances. 

In the week leading up to the opening of TRUTHQUEST, I had to admit that I 

couldn’t envision what the show was going to become in the presence of an 
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audience. Working with extremely personal and present (yet almost completely 

fictionalized) subject matter was a double-edged sword, and I found that I needed 

recognition that others had drawn something from their experience of the show. 

Creating the show was necessary because it attempted to convey an ephemeral 

space which I was experiencing full immersion in. The show sought to communicate 

something deeply personal about my experience by telling the “myth” of myself, and 

without the audience confirming that they had come away with new understanding, 

the show could only have felt like a partial success. When there were people for Sir 

Id to proclaim to, for the Carnival Barker to intrigue and play with, and to be witness 

to the stories written on the walls of the Cave, TRUTHQUEST was able to come to life 

fully, in a way it never could without that communicative storytelling exchange. 

The show began in a place of high theatricality and intensity. While the 

preshow betrayed no hint that the show would move beyond a more traditional 

proscenium viewing experience, the audience was immediately thrust into 

interaction as soon as the performance began. I opened the show with a Drag 

performance number entitled “Feeling Good” (and performed to the song of the 

same title by singer Michael Buble), which was created as a “snapshot” of sorts for 

how I wished to experience my life in transition. For those who were not familiar 

with the process of transition, it provided the opportunity to see a dramatized 

injection, and a highly simplified representation of my personal process of gender-

transition. This was the first time I used Drag to explicitly explore the idea of 

transitioning medically/hormonally. The piece was a joyous and sexy celebration of 

self-actualization, as it pertained to my specific life journey, and it functioned on 

several levels as the show opener. First it plunged the audience directly into 

participation, as my Drag King alter-ego Alfonso Leon danced on, and left pieces of 

clothing with, audience members. 80% of the show required the audience to NOT be 

in the seats they took when they entered the space, and it was essential for them to 

be introduced to being spoken to and even commanded to do things by characters in 

the play, as the character of the Carnival Barker needed to drive the movement of 

the performance around the Theatre space. “Feeling Good” also felt like the right 
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place to start from, as many of my first inklings into my transgender identity became 

clearer as I began performing Drag. INSERT?? 

The narrative encountered by TRUTHQUEST’s audience centered on the 

character of Sir Id, a knight in search of “the elusive truth,” which he had been 

attempting to find and trap for himself. As he quested, a Carnival snuck onto his 

land. This “Freak Show” was owned and run by the tyrannical Carnival Barker. The 

Barker pulled the audience from their seats and gathered them around three 

attractions: the Strongman/Bearded “Lady,” The wooden Doll, and a creature too 

monstrous to possess a name. Each member of the Barker’s Carnival had their own 

“cage,” and the audience was goaded into getting close, feeling the Strongman’s 

muscles and adam’s apple, and tipping the wretchedly despondent “Freaks.” The 

Barker taunted and enticed the audience in turns, explaining the Doll’s plight of 

turning to wood as she lived a lie, and warning them not to get close enough to 

touch the Nameless Monster’s hand, lest they feel the pain which riddles its body 

continuously.  

The character of the Nameless Monster was created from the many times my 

writing turned to the subject of pain. Things that were this deeply felt are always 

hard to communicate; it was only through careful physical work with a collaborating 

performer and my recorded text, that an embodiment of the “Monster” of pain could 

be realized. Contending with a chronic autoimmune disease as one of the 

intersections of my identity is a complex issue. Crohn’s is completely internal, but 

affects my actions (diet, interaction with stress and others) as well as how I 

physically feel based upon those actions, and in extreme times I cannot hide being in 

pain or completely lacking energy. If I wish to help others understand what living 

with Crohn’s is like, we have to discuss all aspects of life, because Crohn’s relates to 

my whole being; it is a part of my identity. A further layer to this is my transgender 

identity, which directly affects the parts of my Crohn’s that are stress dependent.  

As the Carnival drew to a close, Sir Id interrupted the proceedings and drove 

the Barker away. He then tried to entertain the visitors he found on his land with 

circus tricks and juggling; afterwards he led them away from the familiar and into 

his “Sacred Cave.” Sir Id’s sacred cave was the first step towards unpeeling 
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exaggerated theatricality, which was pushed over the top in the Carnival portion of 

the show. The Cave portion of the performance functioned as a seperate art 

installation with soundscape. It included many writings and some artistic pieces 

that I had created while attempting to reconcile my long buried secrets and painful 

truths with regards to gender. The Cave also held an altar upon which I placed an 

empty vial which had held my prescription Testosterone and the different types of 

needles I used to inject it weekly. The audience viewed several videos I had 

recorded of myself in the months before I was able to begin hormone-replacement 

therapy upon the altar as well. 

One of the video clips I showed illustrated why I personally wish to pass 

(primarily because I wish to feel and see my body appear male, secondarily but still 

very importantly because I DO wish to be “read” as male in public) and why this 

wish is problematic when I attempt to reconcile it with my wish to be “visibly trans.” 

This is because I believe that part of changing social constructs is showing them to 

be false in some way, and all the myriad of transgender identities that fall on a 

spectrum between (or outside of) female/male have the potential to do that. All of 

us whose genders fall outside of what we’ve learned to be comfortable with as a 

society, must go on journeys of gender discovery, walk the no man’s land between 

the sex divide of male and female. We must find the borders that we are 

encompassed by and discover which ones are holding us back from the visions of 

happiness we are seeking. 

I created a Sound Design for TRUTHQUEST from sampled music mixed with 

recorded sound effects to underscore all the different landscapes (Sir Id’s kingdom, 

the lurid Carnival, Sir Id’s Sacred Cave). Some very important aspects of the 

performance text were recorded for the show because I felt it was important to 

highlight the fleeting nature of the “in-between” places of transitioning (such as 

voice-change). I chose to use recorded text and video to show the progression of 

time, and to highlight my own (then subtle) physical and vocal shifts, which were 

also part of the gender performance on display during TRUTHQUEST. 

The importance of using recorded text (at times) was especially highlighted 

by the Doll and Nameless Monster, as each spoke of pain or numbness which 
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consumes, until one must become something else or cease to exist. The voice I used 

to record these texts was already gone by the time that the performances of 

TRUTHQUEST were going on, and this contrast was only obvious when Sir Id spoke, 

rather than the Carnival’s attractions. 

The audience was asked to do several things during TRUTHQUEST, and each 

added complexity to the experience of the performance itself (whether before or 

after). One of these was to perform a piece of “Autotheatre.” 

 When audience members reserved a spot to see TRUTHQUEST, they received 

this email: 

Congratulations, you have successfully reserved spots at TRUTHQUEST: The Monstrously Queer 

Adventures of Sir Id! (Come to whichever performance works for you). PLEASE bring a candle with you 

to the performance, the more meaningful and personal this candle is for you, the better, but a tea candle 

is also completely acceptable. (If you absolutely cannot bring any sort of candle with you, we’ll have 

some!) and now for the preshow…  

“Autoteatro (Autotheatre) explores a new kind of performance whereby audience members 

perform the piece themselves. Participants are given instruction via audio, visual cues or text for what 

to do or say. By simply following these instructions an event begins to unfold. Not to be confused with 

gaming (or ‘game show’-like improvisation), Autoteatro does not ask audience members to be clever or 

inventive, neither does it set up instances of competition. It’s also possible to define it as not involving 

any 'audience' beyond the participants themselves, and is named because it is made of AUTOMATIC 

structures: there are no actors or human input during the work other than the participants. An 

Autoteatro work is a 'trigger' for a subsequently self-generating performance.” (text taken from 

http://www.rotozaza.co.uk/autoteatro.html, please visit this site for more info and to get a better sense 

of Autoteatro’s (recent) history/origins. 

I have been taking a class in which we explore Autotheatre, and found myself drawn to the 

ability to have someone “live” some version of my experiences in their own bodies, and with only 

themselves. The piece which came of this, entitled ‘Reflections’ is what is attached to this email; please 

download the track onto a mobile listening device (with headphones) and complete the piece before 

coming to see … Before you start the track PLEASE make sure you are either in the basement (pit) of 

Rarig, OR that you are near a set of gendered restrooms. 

I must stress that you may do or not do ANYTHING you are asked to do in this piece, the point is 

that I have given you a piece of Theatre to experience on your own, and that you will have whatever 

experience you choose. It is recommended that you listen to the track for the first time as you complete 

the piece, because it is a piece of theatre that should be experienced live and you only get one “first-

hearing,” but the choice is yours as to what you do with the track I have sent you. You decide as you 
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complete it, what your wishes/limits are, I ask only that you at least listen. (NOTE: You will not be asked 

to directly interact with others during this piece.) 

The performance of TRUTHQUEST did not directly address the Autotheatre 

piece I had asked audience members to engage with because “Reflections” and 

“TRUTHQUEST” both stood alone as performances. I felt that I could not compel my 

audience to listen to or experience the Autotheatre piece, but wanted to highly 

encourage it nonetheless, as it was created to allow a more intimate experiencing of 

one particular sequence of events I’d gone through many times in interacting with 

gendered-restrooms. The form of Autotheatre allows an artist to place their 

audience in a highly active position; the performance/experience is guided by 

automatic triggers, things one is asked to do, the active portion comes in the 

interpretation of the trigger, or in the choice not to engage. “Reflections” was 

written in first-person, so the listener is placed in my position as I go into a 

bathroom and reflect on my dis/comfort, attempting to reconcile recognition I don’t 

feel with what I’ve been taught to identify with. 

At the end of TRUTHQUEST, I read a poem by William Carlos Williams about 

the first showings of Spring, and then sang a little bit of “Feeling Good” 

unaccompanied. This reflected a slightly altered way of viewing Drag that I now 

possess. Drag-kinging has become a way to fantasize about performing male 

masculinity, but feels hollow when the night is over, because I must take off the 

makeup and crepe hair… and face my face in the mirror. I don’t want to run away 

from who I am. I will not leave it behind when I get offstage, or wedged in only the 

deepest recesses of my mind, but instead, let it free. Singing with my own voice, a 

couple of the lines I had performed as a Drag King at the top of the show, was a way 

to bring the performance back to its beginning, but a new and different beginning. 

The exuberant joy of self-actualization was now tempered with knowledge of the 

price of the journey spent getting to a place of “feeling good,” and being in this place 

of new growth or a “spring” of sorts wasn’t possible without the cycle of death and 

putting to rest of old selves. 

In an attempt to gauge the experience of those who engaged in the ritual of 

TRUTHQUEST with me, another thing I asked the audience to do was give me “feed-
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back” by writing a word or short phrase that spoke to their immediate experience 

after viewing the show on a post-it, and I told them that they could place these post-

its somewhere on the set where they had experienced something meaningful to 

them. I found that many people placed their post-its somewhere in the “Cave” 

portion of the set. One of the post-its read, “brought me to consider anew my 

relationship with myself,” another, “the often unspoken took full form and conveyed 

truth and beauty and honesty.” The Cave was a very personal and explicitly 

vulnerable space. The communication of stories felt very intimate, but as the 

feedback suggests, it was essential to be completely honest and non-confrontational 

to allow the journey of self-scrutiny and/or discovery which might be able to occur 

for visitors to the Cave.  

A post-it left by my younger cousin who had come to see the show read, “I 

feel like I understand much more and it’s more real. I feel really good about it.” 

While TRUTHQUEST was not explicitly crafted as a way of explaining or defending 

the Transgender identity or community, I was also aware that at least some 

members of my audience would be seeing a story like mine for the first time. I have 

felt more and more as I encounter and create art (especially of the storytelling 

variety) that only when we are sharing something highly personal (or close to us) in 

a way that is so true to us (the creator) that there feels like no need to defend the 

work, that it stands for exactly what we know (as we know it), only then can we 

hope to loosen the grip on our audience enough for them to have their OWN 

experience of our work. I pushed myself at every stage of crafting TRUTHQUEST to 

never compromise my truths because of what someone in the audience might think 

or say, and I believe that this was what allowed many audience members to access 

and contemplate my life’s journey in a way that was close enough for them to begin 

looking into themselves, and their own deeply held stories/beliefs. 

It was exciting, very powerful, and extremely draining to create a space of 

ritualistic performance whose center was myself, but I felt that it was the most 

impactful performance I had ever created. I know that going forward into the future, 

I am interested in walking the line between creating spaces intimate enough to be 

impactful to the people who are in them, and spaces expansive enough to have a 
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community/global impact. TRUTHQUEST confirmed my suspicions; I find the most 

satisfaction with my work when its primary focus is on crafting Theatre which is 

cohesive (and dedicated to its vision), and the secondary focus is on having social 

justice related impact, which reaches beyond the borders of the art world. I have yet 

to discover the most beneficial or impactful way for me to engage in this as an artist, 

and that is the next challenge. 
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