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Jason vs GI JOE is partly an exercise in autobiography, an experiment in relational aesthetics, 

and an interdisciplinary artist project at the intersection of comic books, creative writing and 

performance art. This comic book, Jason vs. GIJOE, is a postmodern double erasure, based on 

the comic book GIJOE: Cobra II (Issue 1). The original pictures from the comic book have been 

removed, and replaced by a series of short narratives, describing autobiographical events from 

the life of the author: me, Jason. Speech bubbles from the original have been left to comment 

back over top of the stories, obscuring meaning but creating moments of unplanned dialogue. 

The comic is a readymade, twice erased: once to replace the drawings of the initial comic, and 

again when using the original dialogue bubbles to speak back to the narrative. 
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Jason vs GI JOE is partly an exercise in autobiography, an experiment in relational aesthetics, 

and an interdisciplinary artist project at the intersection of comic books, creative writing and 

performance art. This comic book, Jason vs. GIJOE, is a postmodern double erasure, based on 

the comic book GIJOE: Cobra II (Issue 1). The original pictures from the comic book have been 

removed, and replaced by a series of short narratives, describing autobiographical events from 

the life of the author: me, Jason. Speech bubbles from the original have been left to comment 

back over top of the stories, obscuring meaning but creating moments of unplanned dialogue. 

The comic is a readymade, twice erased: once to replace the drawings of the initial comic, and 

again when using the original dialogue bubbles to speak back to the narrative. 

 



This poetics statement focuses on key thinkers, sources of inspiration, and questions of process 

related to the larger project. This writing grows as a continuation of my larger artistic practice 

that includes previous performance experiments and music. This thesis project is the nexus of 

those three artistic genres: hip hop, comic book publishing, and relational art.  

 

00 Larger Context Arts Practice 

 

I don't believe in art. I believe in artists. 

-Marcel Duchamp    

 

My practice as an artist is always focused on the social; I have always placed myself at the center 

of my work. Without me, my work would not exist. My MA in Cultural Studies yielded over a 

dozen relational art projects that focused on concepts like time travel, monetary relativism, and 

other playful, yet critical events.  The year was 2012 when I conceived of my first performance, 

Inverted Pan Handler, where I held a cardboard sign and gave away money instead of asking for 

it. I began my artistic practice in this way: once a month I would construct a concept then 

execute it, with ideas ranging from political provocations (Join the Tea Party) to speculative 

invitations (Time Machine). This creative dynamism continued into my MFA in Creative 

Writing, where my initial aspiration was to become a full-fledged commercial rap artist. This 

goal was quickly realized and I began writing, recording and performing hip hop professionally 

in my first year in my program. Upon the advice of an instructor I realized that my MFA thesis 

would be better realized If I approached it as a formal writing project, rather than in music form. 

This was a fortuitous decision in that I have been able to bring my writing, music, and 



performance into a cohesive effort. The comic book references my rap music branding name, 

“Jason” which I had specially designed for me in a Hebrew font by the graphic artist Israel 

Medrona. The project also concludes with an actualized relational art gesture, similar to those 

performances I realized previously but now incorporating the finished comic book. So, my 

studies and its practices have come full circle and they now compliment each other in a form of 

composite autobiographical art. 
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01 Marcel Duchamp 

 

No other artist has had as much of an impact on my thesis project, Jason vs. GIJOE, than the 

conceptual art master than Marcel Duchamp. His 1917 performance entitled Fountain, consisted 

of what he called, "a readymade." Originally, it was an early 20th century porcelain men's urinal 

he entered into an art exhibition. Other than signing the toilet with the words R. Mutt, his art 

object was unchanged from the original manufacturer; a commercially produced commodity that 

was instantly elevated to art once the artist recontextualized it. It has been this artistic thrust, the 

intersection of the everyday into the world of art, that I have focused on in my post-bachelor 

studies. This theme continues in my MFA work with my thesis, Jason vs. GIJOE, where I 

incorporated elements of Relational Aesthetics, which I will discuss in chapter two.  

 

The relationship between my work and Duchamp's theories is interpretative and conceptualized 

by me as part of the art itself, that the comic book is in fact a ready made. The comic is used as a 

vehicle for meaning so that, conceivably another readymade format could have been chosen to 

convey the vignette stories fragments that appear in the comic. Any artist could extend the 

concept of a readymade to printed and literary forms, such as a newspaper or encyclopedia, etc. 

Before I published my comic, I have often rehearsed the idea that by my using the format of a 

comic book as my vehicle for meaning, the reader will bring with them many expectations of 

what a comic book is. They might also bring nostalgic memory or a love for the art. This is my 

thinking of how I extended the conceptual readymade to include printed forms. 

 

 



Just as Marcel Duchamp added text to his readymade, Fountain, I wrote over the pictures in 

mine. Because of how I altered the original comic, it can be also be recognized as a post-modern 

literary form known as "erasure." I used Adobe Photoshop software to remove and write over the 

drawn pictures in the comic, although I left the original art for each chapter title, of which there 

are five. Thus, a literary readymade is malleable and interchangeable, so long as there is a 

definite form remaining from the original. The idea of the literary readymade is that it convinces 

the reader that they have indeed encountered an authentic artifact on first appearance, but 

because of its context, or its material artistic transformation the object has become a work of art. 

 

02 Nicolas Bourriaud  

 

The form and format of Jason vs. GIJOE is paramount to the work, yet its contents command as 

much attention as its meaning. The comic is written in the voice of a detached autobiography 

with the first four stories looking at early childhood and the last story sharing what becomes a 

sort of self-fulfilling prophecy involving an art action. The scene in this last story describes me, 

the artist, placing the self-published comic book in Seattle's Pike Place public market, unnoticed 

by its patrons and employees.  

 

This action described and executed in real life is a manifestation inspired by Nicolas Bourriaud, a 

French art critic and theorist that coined the term Relational Aesthetics to describe the efforts of 

artists who were using relational methods while creating art. I have been active in creating and 

documenting instances of relationship art since completing a previous master's in cultural studies 

at the University of Washington, Bothell where I collected over a dozen of such performances. 



So, integrating my prior experience with relational art into the comic book seemed like a natural 

move and would expand the intellectual impact that the work would have, seeking to be 

categorized as a work of literary art.  

 

I attended classes in my first year of study in a Creative Writing MFA program that introduced to 

the cohort the concept of textual enactments in an art gallery setting. These courses were 

instrumental in my thinking of the triad relationship I would explore in my thesis between art, 

writing, and performance. Bourriaud 's Relational Aesthetics, although not a monopoly on 

relational art theory, informed me to the tone and character of what would be my relational text, 

Jason vs GIJOE. The French art critic's writing elucidated art projects that evoke social 

commentary as well as meaningless playful gestures. I attempted to incorporate these themes 

simultaneously while providing a cohesive trajectory in my comic that made sense to me. 

Alongside my inspiration from contemporary art in my deceptively simple, conceptually layered 

project, the courses in my writing program focused on how text can be the constituent between 

creator and audience.  

 

My cohort participated in art activities that fed back to the original artist, text that was altered 

and mutated from the audience, thus the receivers were activated and not passive. I am the 

audience of the original GIJOE comic and I "pass it" back to the artists in a conversation that 

maintains a structure while utilizing erasure to insert my voice. It is significant that I covertly 

reinsert my version of the comic into the commercial network by placing copies into magazine 

and comic shops. By my utilizing a generic barcode on the comic, it can be purchased by a 

customer. The money from the contrived purchase would stay in the cashier drawer, a sort of rent 



paid for the comic while it occupied shelf space in a Relational Aesthetic gesture. This is simply 

a romanticized perspective on my forcing the comic into the local market, but it is an interesting 

concept on the relationship between the consumer and critical engagement with the market. 

 

03 Stan Lee / Process 

 

No poetic statement based on a comic could undervalue the contribution made by late comic 

artist, Stan Lee. The fields of texts in my comic that describe images were originally hand drawn 

comic style frames, much like the directors of the matrix used comic perspectives to film scenes 

in the movie. I too was inspired by the work of Lee in Spiderman and X-men, where the 

characters are depicted through illustration rather than through photographs.  I drew my original 

sketches for this work thinking about them as comic book stills—and used them as inspiration 

for the text. The intention was to give each text frame a feeling of action but to limit the 

description to a single frame of stylized memory. 

 

One thing that significantly contributes to the veiled complexity of my project is the nature of 

what a comic is pioneered greatly by Lee and others. My concept of the ready-made discussed in 

the first chapter owes greatly to their work, because I have borrowed the discourse created by 

comic founders on what a comic is. Then, I invite through the ready-made for my reader to enter 

my story though this lens, carrying with it all comic book associations, which applies these 

layers over my detached autobiographical stories. The potential and significance of my stories 

would have been greatly reduced and taken only at face value without the added audience 

imagination of reading these stories from a comic book. 



Instead of offering art critique as a way of writing through the panels I chose a poetics with 

certain constraints or rules to bring my pictures together in a cohesive story. First, although I 

authored the pictures, and thus had full knowledge of their contexts, I wrote about them with 

knowledge that can be only be seen in the image, the hand written drawing. I did not 

acknowledge anything that a complete stranger could not see. In this way, I turned each drawing 

into a mental photograph inspired by my hand drawn depictions. I also used terms like "the boy" 

whenever I wrote about myself to objectify my narrative. Another rule was for me to write about 

everything in the presence tense without any time elapsing in any one image. It is as if I thought 

through the significant details of each panel's image and I am processing the scene for the 

viewer, albeit with only words to transpose meaning.  

 

One of the most complex mechanisms of a comic are the way it is read: from left to right with 

panels of nothing between each frame,  thus the concept of elapsed time is involved, which 

requires the reader to make important assumptions in order to understand the story. This element 

is reflected in my writing but because I further refine the memories into drawings and then the 

drawings into text, my thesis contains a certain body that nuances the reader’s experience into 

something that isn't quite a comic book but is perhaps something more than a vignette. This work 

is cross genre, cross art form and cross media, holding the reader between worlds, including 

between visualized and written worlds. 

 

 

  



04 Roland Barthes  

 

The work of Roland Barthes' Camera Lucida: Reflection on Photography occupies a critical 

position in reference to my project Jason vs. GIJOE. Both use description to elucidate the 

referent in the images, but whereas Barthes clarifies his memory using the photographic image, I 

conversely use my memory to produce/draw my image. Then I use that image to describe it 

words in a process more similar to Barthes.' The concept of the punctum in a photograph for 

Barthes is that which "pricks" the viewer and instills an undeniable fascination or curiosity. The 

punctum could be a detail of great interest that draws the attention of the viewer. For me, each 

memory I chose, and therefore every derived image I drew from those memories, are punctums 

of memory, referents in my mind, emotion or recalled material objects. 

 

Another differential between the theory of Camera Lucida and the way my process functions in 

Jason vs. GIJOE is that Barthes posits the idea that bodies respond to the presence of a camera, 

which he calls a "photographic ritual." In contrast to me recalling images from my childhood, 

none of the bodies in my memory undergo the photographic ritual. The people in my story are as 

candid as could possibly be: they don’t know (and could never have known) that they would be 

remembered. This is an incredible circumstance given that by today's standards, surveillance is 

always a factor with technology and security at hand. The stories (except for the final artistic 

gesture) occurred before the cell phone was even a ubiquitous technology. In this project, 

memory is the substitute for photography. 

 

 



Early in my process, I did not bring into consideration Barthes emotio-analytical approach to 

describing photographs, although that is how it evolved for me. My first impulse was to treat my 

drawings as individual works of art that I could respond to as art criticism. This technique would 

have developed a much more complex description of the panels, but I worried that the imagined 

scenes would lose image resonance and connection to each other through its art-speak. I decided 

instead to write my narrative in a third voice, while keeping in mind the connection Barthes 

made when he looked at his photographs.  

 

05 The Stories 

 

The subjects of each chapter were chosen at random, but were meant to signify spiritual 

moments in my childhood. They were an attempt at documenting seminal moments that 

contributed greatly into developing the adult who is enacting the relational aesthetic gesture in 

chapter five. In the first chapter, The Pomegranate, I emphasized the boy first grew up in a 

country ranch setting, abound with wild pomegranates. Then, the boy moved residences and the 

pomegranates "followed" him until he combusted one of them to discover with sheer delight that 

it was the same fruit he ate at the ranch with his sister and dad. The pomegranate has a special 

significance in many cultures, especially in the Jewish culture. 

 

The number of seeds in a pomegranate is commonly associated with the amount of 

commandments that were given to the children of Israel in the Torah: 613. My sister and I were 

reminded by my mother early on of our closely documented Ashkenazi German Mexican Jewish 

bloodline, a sort of anomaly in most people's minds, because an Israeli diaspora story is rarely 



associated with the country of Mexico. We did not practice Judaism at home, but its traditional 

food found its way into our kitchen to the credit of my mother. Also, we always identified as 

being partly from Israel when either my sister or I were asked what our racial backgrounds were. 

 

Chapter two, The Church is described as, through a chance of fate, a breaking of its teachings 

through seeing the space of worship through two drastically different perceptions. In the first 

instance, the church is a lively place full of dancing inter-married couples. The pianist keeps the 

music playing and the feeling of worship going in the church. Next, by accident or by an act of 

God, the boy wakes up to a completely empty, dark church after having fallen asleep. Even 

though the rules of the writing do not allow for a description of the boy's feelings, it can be 

deduced that an event like this would change the way the boy understood the activities of the 

church. The disorienting awakening of the boy brings contrast between an empty and a bustling 

church.  

 

Chapter three has a metaphorical significance as well as a literal one. The Infinite Sidewalk 

represented for me the opportunity for escape from the perceived oppression of home life. I say 

perceived, because by many other standards I had a stable childhood. When my mother's strict 

rules and punishment happened to my great disfavor, I rode off on a bike or my skateboard and 

felt a comfort in the pit of my stomach for defying authority. The significance of the sidewalk 

was self-created to signify a non-space and a utility of freedom. It epitomized my experience in 

Southern California before I moved. In this chapter, I address a problem that I experienced in 

fourth grade at elementary school. In one of the panels I describe being thrown on a wall in a 

school bathroom by the teacher Mr. Nelson (his first name is unknown to me). I did not tell 



anyone about this incident before I wrote Jason vs. GIJOE, so the comic serves a few purposes. 

One of them is liberating my humiliation of being abused by a teacher, a clear violation of a 

certain trust they have to nurture children and not harm them.  

 

In chapter four, How I lost my virginity at age 12, "the boy" leaves his sister at home to lose his 

virginity with an older teenager. His father is upset and goes to look for him and finds him riding 

home with Bruce from next door riding on the pegs. My memory recalls mostly that Bruce set up 

a meeting with the girl I only know as Cindy. Due to the writing constraints I made for myself 

conveying the comic panels was more difficult for this story. I wanted to write that Bruce was 

the instigator of this meeting, that he was disappointed for not sleeping with Cindy and that my 

dad wanted me to watch my sister instead of taking off to lose my virginity. When my dad yelled 

and told me to sit in the car, he told Bruce to ride my bike to the apartment. While I sat in the car 

I wondered if he knew or could somehow smell on me the encounter I just had. After this event 

this event unfolds, I take the liberty of providing one pane snapshots of my sex life. Each one of 

these describes a significant experience, yet not all of them are instances where sex occurred. For 

example, one panel describes making out with my baby sitter in the maternity/breastfeeding 

section of the church.  

 

The final chapter, chapter five, is the relational aesthetic aspect of this comic and is interesting 

because the event of placing the comic into the newsstand happens after I wrote about and 

published it in Jason vs. Gi JOE. It was a simple matter of acting out the scene in chapter five. I 

wrote about this relational aesthetic gesture with a seasoned hand, after all I had already 

accomplished much more difficult projects during my masters in cultural studies thesis. So, 



simply placing a comic in a newsstand, although elegant in significance, was the easiest task in 

this project. Chapter five, depicting a man placing a periodical in a newsstand was not written 

while on scene, therefore the dimensions and visibility may have been skewed or imagined by 

myself. The spirit of the actual encounter and its precursory text are aligned well; it is in the 

spirit of Seattle, although someone who had not seen the Pikes Place Market before reading this 

chapter, would obviously not recognize the tone of the market or the feeling it pervades to its 

visitors.  
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06 Cover Art Explained 

 

Although the story only makes one reference to GIJOE, the GIJOE and Cobra iconology is an 

underpinning both in format and in story. In the title, the Hebrew style font used to write Jason in 

Jason vs. GIJOE provides a suitable replacement for what would typically be written: Cobra, 

GIJOE's fictional arch-nemesis. This enemy force created to entertain children was purely the 

imagination of the GIJOE writing team. There was never an ethnic force, army, or terrorist group 

that resembled the cobra organization. It was only what the writers thought would be convincing 

as a threat against the government sponsored GIJOE. 

 

 

[Jason vs GIJOE: Cover Art, 2019] 

 



 

GIJOE and Cobra are symbols that influenced a great number of Generation X and Y children 

growing up in the United States, especially those who played with the toys or read the comics. 

Cobra was an oppositional icon in GIJOE, used to represent the othering of a potent adversarial 

force. This comic uses the imagery of the Cobra “enemy” as a metaphor to illustrate the nuances, 

complexities, and paradoxes of American popular cultural imagination, and to reinforce how 

even the “nemesis” to GIJOE is still undeniably American. The comic replaces the name Cobra 

with the name of the author, Jason, to personalize the role of the imagination in media and 

memory, and to suggest ways for artists to intervene in these kinds of social constructions.   
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