Question 1: Many people notice and remark upon your twists of "everyday life" in your stories, particularly those in Responsibility. Where do your stories usually begin? Do you work through your writing to reveal the truth your stories always provide, or have you discovered them and place them in the mundane of daily activities?
Most of my stories start with the "twist" idea, often a strong image of an unusual situation. That strangeness is what draws me into the story, thinking about what would happen next, how people would or could react to that initial scenario. The aftermath. The realm of the plausible but improbable.

Responsibility draws from my collection The World Book of Animals, which focuses on a theme of animals, so some of the ideas also grew from the strange bits in other people's pet or animal stories. "What My Daughter is Holding" is based on a good friend's story about her childhood rabbit, which she graciously gave me permission to fictionalize and expand. 

After I've got that twist, that nugget of strangeness, narrative voice usually comes next. I find most of my stories don't work at all until I find the right point of view and voice. "The Kid's Guide to Pretending Nothing is Wrong" took a lot of fiddling with the voice to really focus on what the speaker does and doesn't understand and how to communicate that to the reader.

For the second part of your question, discovery is a huge part of my writing process. After a few drafts, I start to figure out what's important to the characters, what they are trying to communicate. The title story, "Responsibility," is the biggest example of this. It was just a diatribe about the problems pets cause until I discovered what the speaker is really trying to communicate to the subject of her address. "Mother of the Dragon Boy" underwent a similar process. 

I'll occasionally have an idea earlier on in a draft about "Oh, this is what the story is about," but I work very hard to ignore that when it happens. Writing toward a particular message or idea has never worked well for me, unless ham-handed allegories are something people are into now. Discovery is one of the real rewards of writing, and I don't want to miss out on that process by rushing it. Being honest to character, motivation, and the build and release of tension will provide its own truth in time.

Can you talk more about crafting this “build and release of tension.” I think that is what makes your stories so successful—especially the shortest of them. How do you build and release entire stories in such small spaces?
Now rather than saying tension, maybe I should have said expectation. Or perhaps that's the main tool I use for creating and releasing tension. I think about what the characters expect as well as what the reader expects, and then I consider how I can fulfill or undercut or subvert those expectations in some way.
Because very short stories usually lack plot in the traditional sense, the expectations often have to go met or unmet in ways other than events. Word choice or image, an attitude changed or revealed, can all serve that purpose of resolving the expectation in some way. In particularly short pieces, that turn often depends on a single word. In this collection, I'm thinking of "The Fate of Macaroni," which for me hinges on the last conjunction of the sentence. "The Ant Farmer" has a similar move in it, where a small shift in the voice is our first signal that the family dynamics have dramatically altered.
I like readers to be surprised. I like them to laugh. I like them to, perhaps, feel a little bad about laughing. I like them to enter a little space of quiet at the story's end. These are the effects I think about in considering how their expectations will end.

I think what you create by focusing on expectations is a real intimacy between reader and story. I think you are asking your readers to be active and present. Is that fair? Why is that important for a contemporary reader?
I don't think that requirement from the reader is exclusively a contemporary phenomena, but it's certainly pronounced in flash fiction. Very short fiction absolutely requires a high level of investment from the reader. Longer prose can, to a certain extent, assume the audience's close engagement with the text. The reader prepares for the immersive experience, or at least I can feel myself doing so when I open a book or even a (long) short story. Successful flash fiction has to pull off the trick of immersing the reader into the world without much space or time. 
The reader has to care enough to invest not only in the space of the story, but in the space surrounding the story before and after the text on the page. The best short stories both assume and imply a world before and after the text, and the need for that only grow in importance as the word count shrinks.
In the introduction to the 1981 anthology Short Shorts, co-editor Irving Howe writes that very short fiction must be “drape[d] with a quantity of suggestion.” He's eschewing the need for a traditional plot structure in short shorts, but the idea applies on many other levels of tiny prose as well. This act of "suggestion" is a call that requires a response from the reader. Flash fiction leaves many, many blanks for the reader to fill, and my goal and hope is that readers find engagement and pleasure in doing so.
