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Rail: This is to say, just as Guyton’s digital media looks efficient as a
legitimate surrogate for his drawing and his painting, it doesn't mean more or
less than a representation of say, Albert Oehlen's deliberate embrace of excess
and indulgence, as he aims to communicate a visual picture of when a
painting breaks down. Either way, they both undertake the process of

revision, editing, very seriously. I suppose the same applies to yours as well?

Elrod: Absolutely. 100 percent. I appreciate your quoting of Kant’s reference
to finding your natural end. I remember growing up as a suburban kid, I
always loved looking at images and wanted to make images. And, when I
realized I wanted to be an artist, I became too self conscious about drawing in
general, how to draw and what to draw. It was the computer that liberated
me. It made me relax my mind, and I can look at things and draw things on
the computer that I would never do in the real world. It was like a comfortable

chair. The process of transferring a drawing to a painting is something else.

Rail: Would it be fair to say to you while making a drawing is riding a bike,

while making a painting is like driving a car?

Elrod: I'd say it the other way around: while the later, painting, is more

physical as riding a bike, the latter, drawing, is more like driving the car.

Rail: That’s cool! Let’s focus on this new body of work!
How would you describe it being a subtle or not-so-subtle
leap from your last show at Galerie Max Hetzler in Paris

last year?

Elrod: It all began with being restless, wanting to be
more physically involved in the painting. It was really
about missing the physical interaction with the hand
making gestures, making a mess really. I started with
making drawings on top of the blurs, knowing the bars
were done as a project, which I've never really done
before, drawing on top of something else I'd made. I
usually begin with an empty space. Anyway, it’s just all
these years had passed, and I realized I want to mess
around with things. Maybe I became too familiar with
technology. It's time to shake things up. This sounds
crazy but I figured out that I could really work the
printing ink, and take it off the surface and change it

immediately and work it like a wet oil painting.

Rail: But doesn’t it get dry super fast? Jeff Elrod, Flying V, 2014. UV ink and acrylic on Fischer canvas, 108
x 813/4 inches. © Jeff Elrod; Courtesy the artist and Galerie Max

Elrod: Yes, maybe in one hour. Yeah, I feel it was just one Hetzler.

of those moments where I just saw a massive potential for
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it. The whole idea of it was cool to me, that you put an image of anything in,
you print it traditionally, its coming out as a giant picture, then you would
destroy it, in order to make something new out of it. In all the years that I
spent removing my hand from the paintings, not even touching the paintings,
since last year the urge to erase what I've done, let my anxiety be the energy
for the hand, so my hand can be more visible, as I really wanted to see myself,

my whole body, in the paintings.

Rail: Figment 4 (2020) has your classic blurred form, which seems to be

sprayed on at the last minute.

Elrod: It’s one of the first ones that I realized, the ink is not too a stable
material, so let's fuck with it. I just did it without thinking about anything,
and looked at it later, tweaked it a bit. Then I saw something very specific as a
figure-ground relationship, which gave me the title of this show, 7%e Last
Handshake. 1t’s named for obvious reasons because no one is shaking hands
anymore right now, and also this whole idea of my hand in relation to the
paintings. My hand being visible, my hand interacting with the paint again.
As may be a desire to touch something is so real, so needed at this moment.
At the very least, it represented my headspace where I am making this
painting in the middle of the COVID pandemic in Marfa. It’s a weird metaphor
for being quarantined in Marfa where I've been living and working for the last

nine months. It’s one of the most visceral paintings I've made in recent years.

Rail: Spooky indeed! Yes, this pandemic has prompted us to meditate with
the condition of time, how we deal with it differently than ever before. This
new body of work has a strong array of broad, diverse, sweeping gestures,
that stretch right up against the front of the picture plane and across the
visual field; at times some are very strangely lyrical while others are very

aggressive.

Elrod: You're right. And in flesh, they're a little more terse, because they're
super thin. There's not a whole lot of paint. It's a lot of ink. I totally see the

aggressiveness, or rather ...
Rail: Subversiveness.

Elrod: That's a word I like to use, since it's about obliterating an image, then
building a new one. Some look like accidents. And some look like little poems.

Some border on the sublime.

Rail: Like Deep Fake, partly because of its atmospheric quality and diffused
palette.

Elrod: Thanks. It's a print of itself, on itself. I don't run away from sublime

imagery I must confess.
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Rail: Me too, Jeff. Anyway whereas the gestures in 7hzs Is Not A Painting
appear to be more varied, more agitated, as though a car’s windshield is being
washed with soap, water, and a spunge—I mean after a long period of

accumulation of dust, and it really needed a real wash.

Elrod: That’s such a good analogy because they’re just right on top of the
surface. There’s no real depth. It’s all an artificial space. “It’s all right there on

the surface,” as Andy would say.

Rail: Although in Crack Up, one can say it has been your most identifiable
line or drawing from the screen, floating above or on top of the shared

sprayed and painted gestures.

Elrod: True.
Rail: How would you describe Modern Box?

Elrod: I'd say it’s my version of part dusty, deconstructed
rubix cube, part [Georges] Braque’s fake-analytic Cubist

painting.

Rail: That makes sense, especially with the Braque
reference, partly because what appears to be an image of
a stacks of papers, shoved into different compartments of
the bookshelves, like the tabletops, which have been the
intimate subjects for the Cubists. I'd like actually to think
of it being Walter Benjamin’s bookshelves.

Elrod: That’s cool!

Rail: What about the issue of scale? I notice all the
paintings, while sharing small differences in length,
varying from 74 or 82 inches, share the same 58 and 60

inches in width?

, . s . L. Jeff Elrod, Crack-up, 2020. Inkjet ink and acrylic on linen, 82 x 58
Elrod: That's because of my printer’s capacity of printing 1/2 inches. © Jeff Elrod; Courtesy the artist and Luhring Augustine,
New York.

to 58 and 60 inches. The paintings’ scale comes from the
proportional scale of the drawing on the screen ... which I
rarely think about when I start. I'm not thinking about “sizing” a painting
when I start drawing, so when they get big they often have awkward or
unusual dims. It’s also something I still am working on. But yes, scale has
always been an issue. It’s always there. It’s always something you have to deal
with. I'd say it begins with an image in my head, or an image I play with, and
when I accept it as something I want to transfer onto a canvas, that’s when

the issue of scale gets dealt with.
Rail: Even, or especially, with the shape paintings.
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Elrod: Yeah, especially with the shape paintings, which are about how to
create an irregular shape or edge, then making an image and sticking it on
the wall where it punctuates the wall. Even with these new paintings, I still

treat them with different kinds of punctuations.

Rail: That’s a wonderful way to describe it like the way we need punctuation
when we write. Each comma, period, parentheses, colon, semicolon, question

mark, and so on have a specific function.

Elrod: Yeah, and every punctuation has different meanings in a poem than in
a piece of prose or fiction. When I think of punctuation in art ... taking it
literally, the first thing that comes to mind is Lucio Fontana and Gordon
Matta-Clark ... and parenthetically Steven Parrino and Robert Gober. Maybe
we should end with that.

1. Cassirer, Ernst. An Essay on Man: an Introduction to a Philosopy of Human
Culture. New Haven: Yale University Press, 1962.
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