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artwork. My partner and 1 moved out of the city 
and found an old, Jewish hotel in Upstate New 
York, and 1 lived there.

to me has always been a place to create connec
tions when you go to school and when you teach.

RF—Wow.

SW—It has forever affected my work... hence 
the planes that appear in so many pieces. The 
plane and the cockpit are in my work non-stop. 
There are different crew members and visions

RF—1 want to conclude by asking a basic gen
erational question. From your perspective as an 
established artist and teacher, do you see young 
people interested in art that is influenced by 
queer culture or else names itself as LGBT or 
queer art?

of where you might be going. Endlessly hopeful? 
So 9/11 happened, and your perspective and 
placement in the world changed. Quite soon 
after that 1 got the opportunity to teach as a guest 
lecturer at UCLA in 2005. It’s the one thing 
that I’m actually really good at: teaching [laughter]. 
The connection with people is so... it’s such a 
service, you know? To me it’s activism.

SW—Yes completely, it is our present and our 
future. Look at everything that’s happening with 
the trans movement. It’s incredible and revolu
tionary and happening in my lifetime. 1 feel like 
I’m a witness to and a participant in change. 1 
have big visions that 1 will head up a lesbian, 
feminist, queer, trans college. You know? Where 
I’m the headmaster. Well, maybe not head master....

RF—Yes. Teaching is the art of being an inter
locutor to people, essentially making dialogue

RF—Yeah. Why not?

into a way of life.

SW—Yes. It’s extraordinary. We have entire 
class discussions on diversity, feminism, and 
AIDS, and they’re so lucky!

SW—There will be an actual place to go and 
have, not just a course but a revolutionary edu
cation. To a certain extent, that kind of education 
could be the next big movement.

RF—Students see and hear about all these 
issues and events and suddenly they say, “This 
happened?” and, “People participated in this?
And the world can change because of collective 
action?” It’s amazing.

(previous spread) Suzanne Wright, Eight Shuttles. 2016 ^

SW—1 was an older grad student, who had a 
bit of a career. 1 needed to change and shift my 
perspective. At the time 1 felt L.A. was much 
more open than New York. The East Coast 
mentality that 1 grew up with was those who don’t 
do teach, and those who are professional are 
professionals. Whereas, now, the economy has 
completely shifted. It’s the opposite. If you are 
an artist you also teach. L.A. and California
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Fixing or Infecting
Jade Yumang in conversation 
with Julia Bryan-Wilson

Artist, \writer, and curator Jade Yumang pursues 
a multi-faceted practice that moves between 
abstraction and figuration. Much of his collage 
work deconstructs representations of gay male 
culture, using queer magazines as a base for formal 
experiments that explore the connections between 
queer aesthetics and queer politics. Born in 
the Philippines in 1981, he currently splits his 
between Brooklyn, New York, and Vancouver, British 
Columbia. We conducted this conversation in fall 
2015 via email. (Julia Bryan-Wilson)

Julia Bryan-Wilson—You work in many dif
ferent media, including performance, textiles, 
drawing, collage, installation, and sculpture. 
What seems to connect much of your practice, 
even as it takes form in different manifesta
tions, are questions of queer materiality. In 
other words, you ask: what is the stuff of queer 
memory, of queer fantasy, of queer futurity? 
Can you talk about how queer thingness 
provides a spark for m'uch of your practice?

Jade Yumang—From the beginning I was 
already introduced to queerness as I grew up 
for the first seven years of my life in my mom’s 
t>eauty salon. I was actually named after it, 
although I never had the proper language 
around queerness until we moved to Vancouver, 
Canada. Then I lived in New York City for 
^ while, which complicated things further. I 
always ask myself: what does queer form look 
^'1^6? What are its nuances? What are the 
^'gns? I struggle with this form everyday as 

term “queer” constantly morphs. Although,

■^versations

Jade Yumang, Weeklies #19.37 (New York City), 
from the series "Weeklies," 2012

now I have learned to accept the uncertainty of 
it, and that in some way liberated me to make 
works that are paused moments of transforma
tion rather than a definitive thing.

JBW—Maybe we could say that in your work, 
queer is a process not a quality—to queer, or 
queering as a verb. That queering seems quite 
physical for you, immersive and involved. Does 
this help as a way to think about your use of 
queer form —as forms that have, through your 
own labor, been queered?

JY—Most definitely, I see it—or more so, I am 
affected by it. It’s twofold for me when I think 
of it as an action. One is the notion of queering
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Jade Yumang, Page 17, from the series "Thumb Through/

an existing system. Christopher Reed men
tioned this in an article calling it imminent, as 
something looming over, or taking place.’ I love 
this idea, but it seems that queering can only 
be so by latching itself to something that is 
already there (marriage is an obvious one). Can 
a new form manifest independent from fixing 
or infecting something that exists? I can only 
filter what I see and experience through my actions. 
No matter what I do it will be queer, whether 
I announce it or not.

JBW—Cut paper forms the basis for your collag
es, “Weeklies,” as well as some performances 
you’ve done involving your body interacting 
with heaps of shredded paper. What draws you 
to paper? How do you think about paper both 
as a flat surface and as a sculptural form to 
be manipulated?

JY—Paper comes in many colors, patterns, 
thickness, what it is made of. It has a certain 
stiffness to it, but it can bend and fold. It is 
fragile, but that also means it is sensitive to any 
mediums. I always associate paper as a form 
of document or a recording of something. In 
this case it is a result of my obsessive and 
repetitive actions. As a flat surface, I am more 
delicate in how I manipulate the paper. When 
it comes to sculptures, I rarely sketch them 
or make an initial supporting structure. Instead,
I make little things, which then I repeat hun
dreds of times to a point of exhaustion. I then 
end up with an accumulation of something that 
eventually dictates its final shape.

JBW—Do you have any sense of these works 
with paper as related to conceptual art? How 
has conceptualism been part of your own 
artistic legacy? I’m thinking of everything from 
what Benjamin Buchloh called the “aesthetics 
of administration” and how paper fits into that

rubric to the poetic uses of paper stacks by 
someone like Felix Gonzalez-Torres.^

JY—I love Felix Gonzalez-Torres’ work! He 
definitely used conceptualism and its devices 
but made it personal and also universal with 
its generosity. It was inside and outside, 
something that Andrea Fraser mentions in 
her article, “From the Critique of Institutions 
to an Institution of Critique,” which updates 
Buchloh’s essay.^ In terms of my work, I rely 
heavily on manual labor—that is, how I work 
with materials through repetition, which then 
leads to some type of entropy. My hands 
are very present in my work and taste comes 
into play, something I imagine most con- 
ceptualist would be fearful of. However, I 
understand that it could be inverted, as I use 
a free and throwaway item, “Weeklies,” and 
transform it with my cut technique, which then 
freezes its initial agency and uses it against 
itself as a critique of an imposed lifestyle 
and superficial image.

JBW—Let’s talk specifically about your series 
using gay male magazines: “Weeklies” and 
“Ooze.” One central thesis of the exhibition 
Cock, Paper, Scissors is about collage as an 
interruptive tactic used by queer artists and 
feminist artists to intervene in mass culture. 
When did you first start using magazines 
as a basis for your work?

1. Christopher Reed, "Imminent Domain: Queer Space 
in the Buiit Environment," Art Journal, 55, no. 4 (winter 
1996): 64.

2. Benjamin H. D. Buchloh, "Conceptual Art 1962-69: 
From the Aesthetics of Administration to the Critique of 
Institutions," October, no. 55 (winter 1990): 105-143.

3. Andrea Fraser, "From the Critique of Institutions to an 
Institution of Critique," Artforum, 44, no. 1 (September 
2005): 278-283.
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JY—I started when I moved to New York in 2010 
to pursue my MFA at Parsons. Beforehand, a lot 
of the work I was doing were imagined figures, 
which I had full control as to how I want the 
body to look and how it is positioned in a picture 
plane. Our studios are located in the Greenwich 
Village, and there were a lot of gay sex shops 
going out of business. I couldn’t resist and pur
chased a box of 24 magazines for $20 from this 
man who told me and a friend I was with that 
those were the days when flipping through these 
pages meant so much more.

JBW—In the “Weeklies” images, you’ve embel
lished photographs to indicate lines of sight, or 
trajectories of desire, as visual flows. Some are 
elaborate and decorative and seem to extend 
the fantasy being represented in the photographs; 
others are excessive and disrupt the field of 
vision. How do you choose which images to work 
with? Can you describe your process of cutting 
and reassembling?

JY—I like to give myself parameters when I work 
on a series. This particular magazine comes 
out every week. So I decided to work with it the 
whole year, which meant that I had to go to places 
where they would have them available, which is 
usually in clubs or sex shops. It did two things: 
it helped me get over my shyness, and I had new 
material every week to work with. I did not have 
the luxury to choose the images, as I had to work 
with the cover of that week, whether I liked it or 
not. I assessed the cover, which is usually an 
archetypal cisgender white male with unbelievable 
abs, and then I cut the cover page and work my 
way, page after page, as the shape gets smaller 
and smaller until I can’t cut anymore or there are 
no more pages left. Sometimes the patterns are 
within the frame of the body, and sometimes it 
spills out.

JBW—So there is also something like a durational 
performance in the making of this work. Each 
week you give yourself a task to be completed. 
There is something to that structure, those limits 
that can be very freeing, while it also creates 
strict constraints. Can you say more about the 
role of chance versus control in your work?

JY—I think they go hand in hand. I always start 
off with full control, and I get very obsessed 
about doing particular things one way, which I 
then repeat it again and again. Eventually some
thing breaks from that habit. It is usually through 
exhaustion that I find other things about the 
process. I would initially call them mistakes, but 
they become another pathway to the work.

JBW—The covers of Next magazine that you 
work with project a certain kind of gay male 
lifestyle, one structured around and through 
class and race and age. Can you talk about how 
this series comments on race?

JY—This magazine gives you a sense of the 
fast-paced life of a supposed gay man, one 
that parties, goes to the gym, drinks a lot, has 
lots of sex, goes to fancy places, and repeats 
it again the next week. I love that the magazine 
has a short shelf life. As fun as it sounds—and, 
yes, it can be —it is hard to sustain. Pervasively 
that lifestyle is associated with masculine white 
bodies, one that seems to be immune to hang
overs and has a disposable income. Of course, 
that is not true, but I remember coming out at 
the age of 19, and that is all I saw. I was already 
having an existential crisis being gay, but then I 
had to deal with how I am going to be perceived 
as Filipino as well. I knew from the beginning 
that the economy of my body could not compete 
with one that seems to be set in stone, which in 
a lot of ways is the opposite of queerness.
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JBW—I feel like your work is also about cutting 
through layers of history, and reassembling 
different versions of queer pasts as they erupt 
into the present. There is something sort of 
dated —interestingly outmoded —about the 
magazines, now that so much of this.information 
about queer life has migrated to the internet. 
What’s your relationship to magazines?

JY—I was just in the cusp of that moment when 
the internet started to be available for home 
use. I still remember going to a queer book
store in Vancouver where they had lots of books, 
apparel, and a tiny room for all the curiosa.
I would quickly sandwich a porn magazine 
between Judith Butler, Leo Bersani, a Martha 

Stewart Living magazine, and a rainbow bracelet 
before I was brave enough to go to the counter. 
Then they all go in the same black plastic 
bag. For me it’s the initial flipping through the 
pages, not knowing what you just purchased as 
you can only guess through the cover because 
it was sealed in plastic. Plus, the quality of 
the paper and print were really wonderful at 
that time. I’m nostalgic about the ritual of get
ting the magazines as I work up the courage 
to go to the Village and then circle around the 
store before I decide to go in.

JBW—These two bodies of work are really 
quite distinct. “Weeklies” are works on paper, 
while the pieces in “Ooze” leak from the mag
azine boundaries and protrude into the viewer’s 
space to create a sense of dimensionality.
Do you consider these series connected, and 
if so, how?

JY—“Ooze” was about connecting to a par
ticular past that I never experienced and only 
heard of and read about through books and 
personal accounts. And “Weeklies” is a direct 
experience.

Jade Yumang, Hard to be Good, from the series 
"Ooze," 2010
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Jade Yumang, #2, from the series "Boyfriend Tee," 2015

JBW—Can you say more about the relation
ship of “Ooze” to the HIV/AIDS crisis and your 
relationship to that moment in terms of its art 
production, its activism, and its very strategic 
use of collage?

JY—The magazines from “Ooze” are from the 
1980s to early 1990s during the AIDS crisis. I 
was born in the Philippines and grew up in the 
Middle East during this time and was oblivious 
to what was happening as this history was 
swept under the rug. For me, “Ooze” was a 
way to connect with the past that is messy and 
blurry. I’m trying to piece together—or moreso 
cut through—the layers of magazines, vestiges 
where bodies meant for desire and lust are 
mutated as a form of fear and anxiety.

JBW—You’ve also worked with textiles, includ
ing creating slits into t-shirts to make lace-like 
latticework patterns. To me that body of work 
relates to the collages, in that they are also 
about cutting, reassembly, and reconfiguring 
found materials into something new. They also

seem to be so much about histories of cloth. 
What led you to that series?

JY—It’s still in progress, but the work is about 
my partner and our relationship. I haven t made 
anything personal for awhile, and I’ve amassed 
a lot of his used t-shirts. We were separated 
for some time as I was in New York for school 
and then decided to stay for a bit, while he 
resided in Vancouver. We would only see each 
other once a year. We’ve been together for 14 
years, and you get used to someone’s presence. 
At the time when we were apart, he would send 
me his used shirt in the mail every couple of 
months or so. I subsequently dress my pillow 
with his shirt so I can fall asleep. They were like 
a talisman for me. Now that I try to split my 
time between both coasts, I don’t do it as much, 
but I ended up with a lot of material. I’ve been 
doing amorphous shapes for a while and was 
intrigued in using a skeletal structure for this 
series. The work alludes to abstract formalist 
paintings but is underpinned with a personal and 
corporeal source. Sometimes I imagine myself 
as Agnes Martin, but instead of a canvas and 
a brush, I have my partner’s shirts and a blade.

JBW—And in your series, as with Martin’s work, 
the skin of the canvas suggests but does not 
rely upon the literal skin of the body. I look 
forward to seeing where else your scissors and 
X-Acto knife takes you!
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Holding All the Messiness 
Together
Enrique Castrejon and Jonathan Molina-Garcia 
in conversation with Lucas Hilderbrand

Enrique Castrejon and Jonathan Molina-Garcia 
are artists of different generations who work with 
and beyond collage to examine how gay male 
bodies—eroticized, racialized, and/or HIV-positive— 
are visualized. In Castrejon’s work, bodies are 
cut into detailed elements and then precisely 
measured with the numeric data marked on the 
images, which look like exploded schematics of 
the body. In Molina-Garcia’s early work, he created 
3-D collage maquettes of found porn images 
(“El Pequeho,” 2012), whereas his recent work 
explores collaborative relationships and photo 
documentation—both from his collaborator’s 
snapshot collections and his own photos of body 
development (“Bethesda,” 2015-ongoing). This 
conversation consolidates discussions over email 
and in person in Los Angeles in December 2015 
and January 2016. (Lucas Hilderbrand)

Lucas Hilderbrand —Enrique and Jonathan, 
although you both work in collage and share 
certain themes, your processes and your 
work are very different. You’re also just 
meeting now. I’m wondering if you could 
each start by talking about what attracts you 
about collage as a method and what your 
process is for selecting and reworking 
source images.

Jonathan Molina-Garcia—I suppose I can 
start with the first part, since it may need the 
f^ost deliberation. I like collage because it isn’t 
pure. It’s nonlinear, and its puzzle pieces 
can never quite fit together, much like my dodgy 
fifiemories. It’s modernist in the big capital

Modernist sense of the word, thanks to Picasso 
and those guys (looking at you Dadaists), but 
also Postmodernist if we’re to ask Rauschenberg 
and his cohort. It’s incredibly self-referential; 
its history is made up of patchworks and loose 
parts. It’s iconic and distinctly normative but 
also queer. Isn’t collage always a little messy? 
Doesn’t it always actively try and destroy the 
code, if not the carrier of the code, the image? 
Collage is a monster, as the exquisite corpse 
shows. And what about this pairing: exquisite + 
corpse? Isn’t that just attraction (exquisiteness) 
and repulsion (a corpse), united again in their 
familiar queer pairing?

Enrique Castrejon —I find it really true, to me, 
in regards to using collage to break the code. 
In my work I’m adding meaning and at the 
same time taking it away—I’m abstracting it 
even further. Even though you’re still seeing the 
image itself, something else happens through 
the process. With the collaging of bodies, it 
just happens, and then the viewer connects it. 
It’s making the person work a little to see the 
connections, to see the body as a male body. I 
do see that as breaking the code, switching it, 
and then becoming something Other.

JMG —Collage can be very queer, but also not 
ours. Its parentage is always suspect, and time 
and time again I’m surprised by how unruly 
it is. My process for selecting and reworking 
images feels intuitive. There’s quite a bit of in
visibility and opaqueness around actually doing 
collage. For the exquisite corpse, blindness is 
a fundamental part of the construction of the 
monster, and so with collage. There’s a kind of 
self-imposed blindness we give to ourselves 
when we decide that what we are making is 
not entirely our own —not entirely authored 
by us. We pick images that are out there that 
have part of their codes already written and
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