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[1]
LUKE RUDOLF, Portrait No.38, 2012
Acrylic on canvas, 220 × 165 cm
[2]
BEN COVE, Interloper, 2014
Acrylic on panel, 62.5 × 50 cm
[3]
BEN COVE, Freeloader, 2014
Acrylic on panel, 40 × 40 cm
[4]
MARTINE POPPE, Analogical Change
#28, 2014
Oil on polyester restoration
fabric, 160 × 120 cm
[5]
MARTINE POPPE,
Analogical Change #33, 2014
Oil on polyester restoration
fabric, 160 × 120 cm
[6]
CHRISTOPHER PAGE,
Summerhouse, 2014
Oil on canvas, 45 × 40 cm
[7]
MARTINE POPPE,
Analogical Change #35, 2014
Oil on polyester restoration
fabric, 160 × 120 cm

[8]
CHRISTOPHER HANLON, Leaf, 2012
Oil on linen stretched over board,
21.5 × 30 cm
[9]
THOMAS HUTTON, Hearth, 2014
Stucco and pigment on Dibond,
60 × 100 × 0.3 cm
[10]
CHRISTOPHER PAGE,
A Party in Seville, 2014
Oil on canvas, 225 × 190 cm
[11]
LUKE RUDOLF, Triptych 02, 2012
Acrylic on canvas,
62 × 48 cm (each)
[12]
ALEX BALL, Relief II, 2014
Aluminium and graphite on chalk
gesso panel, 74 × 51 cm
[13]
ALEX BALL,
Untitled (Study for Scrawl), 2014
Oil on linen, 28 × 21 cm
[14]
ALEX BALL, Scrawl, 2014
Oil on linen, 50 × 40 cm

[15]
GORDON CHEUNG,
Exile (Screw #3), 2014
Financial newspaper collage and
acrylic on canvas, 150 × 100 cm
[16]
CHRISTOPHER PAGE,
October on Stromboli, 2014
Oil on canvas, 55 × 45 cm
[17]
GORDON CHEUNG,
Data Dredge (Screw #8), 2014
Financial newspaper collage and
acrylic on canvas, 80 × 100 cm
[18]
CHRISTOPHER HANLON, Leaf, 2011
Oil on linen stretched over board,
21 × 31 cm
[19]
CHRISTOPHER HANLON, Untitled, 2014
Oil on linen stretched over board,
46 × 31 cm
[20]
GORDON CHEUNG,
Déjà Vu (Screw #2), 2014
Financial newspaper and acrylic
on canvas, 75 × 54 cm

SCREEN SPACE
Alex Meurice
Screen Space emerges from a set of conversations between
Alex Ball and myself around the role of painting in a world
permeated with digital screens. The questions that arise from
the screen are central to Alex’s thinking, facets of which he

is that painting has always responded to and informed its
contemporaneous technologies of image production and
distribution. This dialectic, which continues into the present
day, has accelerated with the advent of digital screens and
image processing software, and locates Screen Space in
a historical context.
The works selected for this exhibition respond to the question
of painting’s characteristic qualities and continued relevance
are now based in London or have studied here in the past.
More importantly, these artists belong to a generation which
consciously experienced the digital screen revolution at a
photography, architecture, computer games and graphic
design. Perhaps it is the shared experience of digital disruption
which has motivated this generation of artists to articulate
new possibilities for painting in the age of screens.
Curiously, sculpture and architecture make a cameo
appearance here which threatens to upstage the focus
their shallow perspectival depths and smooth surfaces, have
much in common with the screens of phones, computers and

beyond the picture plane, is equally pertinent. Nonetheless,
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they offer, robbing the viewer of a satisfying resolution, thereby
clearing a space for an embodied perception of their content.

of view, is cast into doubt. We are tempted to closely inspect the
surface of each work, to steer our body in an arc for an oblique
perspective, even to steal a glance over the shoulder to catch
the painting unawares. This embodied perception, of paintings
which appropriate and adapt the idiom of digital screens, comes
as a surprise. Many the artists in this exhibition have trained
as sculptors or architects, or explicitly use modelling processes
in the creation of their paintings. As such, rather than losing
ourselves in the glow of a disembodying digital screen,
we are repaid with a more acute and sensitive perception
of the material world around us.
The help and support of the artists exhibited in Screen Space
has been indispensable in putting together this exhibition.

Christopher Page, Martine Poppe and Luke Rudolf for being so
grateful for the support of the galleries that have lent pieces,
namely Edel Assanti, Domo Baal, Kristin Hjellegjerde, and

Alex Ball
The evolving relationship between technologies of painting and
the screen alerts us to the complex synergies, transformations
and betrayals of vision that have occurred with each new
Historical Grammar of the Visual Arts the art historian Alois
Riegl proposed a history of human perception that charted
a shift from a tactile to an increasingly optical understanding
of the world. According to Riegl the art of Ancient Egypt reveals
a deep suspicion of the optical distortions and contradictions
that comprise an experience of vision unsubstantiated by touch.

art, Riegl traces the development of modelling and form
in representation, and a relationship emerging between the
subjects being depicted and the landscape in which they exist.
The High Renaissance, for Riegl, represented a mastery of the
senses, a system of representation that united an understanding
of distances with a grasp of the plasticity and form of the
subjects being depicted.
Leon Battista Alberti’s treatise on painting, published in

and the Art Licks Weekend team.
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to the new ideas of architects and mathematicians of the time
and symbolising a break with the depiction of space in medieval
painting. The new technology that allowed for this mastery
of space was single point perspective, whereby the painting,
through the construction of a planar grid, functions as a
continuation of the space the artists’ body inhabits. Representing
a mid point between two pyramids, the points of which extend
from the eyes of the static viewer and the horizon line of the
scene being depicted, the support (or canvas) is regarded by

to paint.’ *
in images from Antiquity was now, following Alberti’s treatise,
able to unfold into an optically consistent illusory space and
offer a view into a microcosmic world ordered through geometry,

in an immaculately rendered landscape to reveal that there
is no sea bed, no substance below, just the inverse of the top

is employed to convey a sense of an underlying interior or
depth below a surface. Both methods of image production

Leonardo da Vinci.
their infrathin structures.
Alberti’s comparison of the painting support to an open window
painters have reconsidered experiences of sight, assessing vision
as not so much static and metric, but binocular, kinaesthetic
and temporal. Contemplating this break from the dominance
of perspectival space, as evidenced in the work of artists like

Parallel

no longer placed us in the spatial cube (looking out), but at the
threshold of the eye, to allow us to see…what seeing is’.† With
the dissolution of the window, painting was able to model spaces
with varying competing planes, no longer Euclidian and metric,
surfaces. Meanwhile the painter’s support could become, among

it would seem, been mirrored by the developments that
have taken place in the production of images in computing,
Parallel
technologies, in the effort to master and depict space, followed
an uncannily similar trajectory to that taken by the history

these technologies have mirrored the developments in painters’
constructions of space in a remarkably shorter time frame.
Parallel goes beyond mere appearances, however, to literally
get under the surface of these digital worlds. At one point
the camera pans below the surface of simulated water
4

of speeds and gestures referencing temporality as oppose
to spatiality.
The computer screen for its part perhaps behaves less like
a window and more like a stage set. You choose the backdrop
of your screensaver and draw together multiple windows and
thumbnails to sit alongside and overlap one another, fracturing
the single point perspective. Through the computer you can
* Leon Battista Alberti, On Painting, trans. John R. Spencer, New Haven:
†

Discourse, Figure, trans. Antony Hudek and
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even be present in multiple different places at the same time.
Brick Screen

types of scenes: a landscape, a nude looking in a mirror.
Here Magritte points to the interchangeability of imagery
within a picture. The surface of the painting in this sense
becomes a kind of arbitrary and morphing topography,

spaces, images and temporalities on top of each other.

René Magritte, L’Espoir Rapide

many of the developments in image making that have come
paintings that employ the Albertian perspective system, his
spaces simultaneously exhibit transpositions and surface

paintings also extends to their reproduction and distribution.
His painting method emphasises the plasticity of his subjects,
its smoothness and lack of visible brush marks lending it well
to being captured by the lens, to appear in books and image
searches online. This ability to make images seemingly

that continually undermines their spatial integrity. Deploying
effects such as transparencies, gradients and blushes, his ability

tendency of images to permeate multiple realms and platforms.

the manipulation of images commonly performed now using

famous painting The Betrayal of Images, comprised of an

boundaries and blobs of form, among which were painted
words and indistinct forms we are able to deduce various

une pipe’, whereby a distinction is made between the surface
of representation and the object in the world, as if to remind
Parallel, however,
signals that this relatively simple distinction is beginning

to become confused as new digital technologies produce images

century are two identities of the medium that have been
of the screen like modulated gesture and chromatic distortion,

in response to Parallel:
In the new mimetic paradigm of digital hyperrealism,
reality is no longer the measure of the always imperfect
image, but the image increasingly becomes the measure
of an always imperfect reality.‡

Perhaps it is a potential task of painting, or of any practice
engaging with the screen, to put the vast outpouring of images
generated and circulated by the screen to the test, in order
to alert us to both the extraordinary symbioses and potential
betrayals of the visible world that they may screen for us,
and from us.

the screen; their images become dominant cultural forms
as ideal representations of form and space.
To a certain extent the idealised image is nothing new,
particularly in painting. Yet the ability to clone images and
algorithmically generate space on the screen can lead to
a pervasive stylisation of images, with generic models being
continuously repeated. How does one orientate oneself within
perhaps, is to challenge such images through other modes
of production such as painting as a means to draw, once
again, on that inherently interrogative potential of the
a means to betray the distinction between image and reality,
however complex, slippery and intertwined that relationship
has now become.

images of painting while painting will continue to adopt,
extend and alter the screen’s methods and tropes, making
for an interesting feedback loop. The smoothing out and
modelling of pictorial space made possible by the technology
of oil paint, and the cropping, transposing, fracturing and
gradating of space performed by paintings over the last

‡

Animism

Alex Ball
b.
Lives and works in London

Screen Space and exhibiting artist,
has become increasingly interested in the connection between
on a series of experimental screenprints which elide the
dimensional surfaces, of which Relief II is an excellent example.
These ideas have culminated in Ball’s latest series of paintings,
exhibited in Screen Space
moulding sculptural objects from wax, paper or even paint
itself. Carefully selected arrangements of these objects are
photographed, painted or screenprinted. The resulting images
incite us to engage our bodily imagination with respect to the

artist that crafted these textures is virtualised into the image
in contemporary phones and tablets, Ball’s haptic paintings
are at once instantly familiar and unnerving.

Alex Ball Relief II
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Gordon Cheung

Lives and works in London

Screw series captures a sculptural treatment
topographies are twisted, wrinkled and crumpled from copies
of the Financial Times
and collaged onto the canvas. They cannot be resolved
straightforwardly as near or far, deep or shallow. The title of
the series is humorous and ambiguous, alluding simultaneously
itself, and a literal description of their creative process. Tangible
ripples and tears on the surface of the collaged paper, along
with subtle transparencies revealing the newsprint underneath,
to see anything as purely abstract, so our vision persists in
reading depths and textures into their smooth surface despite
this evidence to the contrary.
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Gordon Cheung Déjà Vu (Screw #2)

Ben Cove

Lives and works in London

sizeable archive of architectural and design images. An interest

paintings. Like the late style of Le Corbusier’s Ronchamp chapel,
Cove’s work is loaded with recognisable fragments of the built
initially abstract elements come to life in trompe l’œil stage sets
with faux bevelled frames, spurred on by anthropomorphic titles
Like architectural plans from the analogue past, Cove’s paintings
are simultaneously schematic and pictorial. Their existence
as objects is also acknowledged, with the subtle textural relief
of earlier layers left visible, and the panel edges painted in
totemic forms compel us to project our own narratives and
aspirations onto their shallow surfaces.
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Ben Cove Interloper
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Christopher Hanlon

Lives and works in Belfast

Christopher Hanlon’s Leaf is a digital fragment captured in the
mathematical models, forms which arise out of chaos, but can
be recognised here as a group of leaves. The act of painting

investigates the treachery of images, how they can mask
and conceal other spaces and other meanings. Starting with
recognisable images, Hanlon experiments with how far they
with many of the other works in Screen Space, these paintings
are small and meticulously aged as if they themselves were
fragments from another time. Hanlon creates deeply allegorical,
window’ of linear perspective.

Christopher Hanlon Leaf

Thomas Hutton

Lives and works in Rome

Thomas Hutton’s work addresses our perception of space by

Hearth, Hutton applies lime stucco
mixed with pigment to the Dibond support with a trowel.

found in John Soane’s drawings for chimneypieces, intended
for the Bank of England but likely never built. However, there
is no shadowing or trompe l’œil in Hearth, putting it at odds
with its surroundings, as if it had been edited into the installation
Hearth is simultaneously an image,
anticipates the object’s dissemination as a digital image. Hearth

Hutton currently resides in Rome to study its rich history of
facade, surface and frontal architectural space.

Thomas Hutton Hearth

Christopher Page

Lives and works in London

Christopher Page’s lush, trompe l’œil renderings of frames
and interiors are a complex play on the relation between
space, surface and desire. A Party in Seville is composed of
interior renders and design styles spliced and rearranged into
a coherent painting. Despite its alluring, suspicious title, bodies
are conspicuously absent from the space. We are shown the
back wall of a room, drenched in the evening light of Andalusia,
and a frosted glass screen obscuring our view into another
interior space, just glimpsed through an open crack. Constituting
a counterpoint to digital screens, these paintings dispense with
their shallow planes as the viewer inevitably approaches the
painted surface until the illusion recedes into the canvas.
it leaves us hanging in a space lacking both distance and
intimacy. The generic sheen of desire found in lifestyle
as our bodies are reintroduced into the act of perception.

Christopher Page A Party in Seville
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Martine Poppe

Lives and works in London

Martine Poppe’s paintings unsettle the distinction between
Analogical Change series, Poppe
sailcloth, with a series of regular, identical brushstrokes.
retains a material reality, which emerges from these paintings
like a bleached hologram. Not only is Poppe’s view partly
obscured by the sailcloth, but the photograph itself bends
and warps, leaving some areas more out of focus than others.
Poppe paints exactly what she sees through the fabric, so the
sculptural properties of the print are translated onto the even
surface of the painting. The title of the series refers to the
process of language acquisition whereby existing rules of
grammar are misused to create a new expression, which
in turn becomes accepted as the new rule. The two works
exhibited here also include interventions on the sailcloth
Analogical Change
#28 or six parallel creases ironed into the fabric in Analogical
Change #35. The wide range of foci, surface interventions,
viewer towards an embodied perception of these images as
an object existing in space.
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Martine Poppe Analogical Change #28

Luke Rudolf

Lives and works in London

Luke Rudolf’s Portrait No. 38 is an arena for the confrontation
between analogue and digital. A smooth colour gradient from
magenta through cyan constitutes the painting’s background,

Rudolf applies broad gestural marks and drips in thin acrylic.
lines and shapes are carefully composed on computer. These
are painted onto the canvas with expressionless brush marks,
masking, layering and threading over the recent history of
gestural marks which preceded them. We are left to fashion
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Luke Rudolf Portrait No. 38

25

Published by Slate Projects on the occasion of the exhibition

Alex Ball, Relief II
Aluminium and graphite powder on chalk gesso panel
× 51 cm
Déjà Vu (Screw #2)
× 54 cm

SCREEN SPACE

Curated by Alex Meurice and Alex Ball
All works © the artists
Texts © the authors

Ben Cove, Interloper
Acrylic on panel
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Christopher Hanlon, Leaf

Screen Space is the East London Hub for the Art Licks Weekend festival,
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Thomas Hutton, Hearth
Stucco and pigment on Dibond
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Luke Rudolf, Portrait No. 38
Acrylic on canvas
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Slate Projects is an itinerant contemporary art gallery based in London.
We are committed to new modes of representation which build on the
traditional disciplines of painting, drawing, printmaking and photography.
We organise a regular programme of exhibitions throughout London,
and participate in select art fairs.
www.slateprojects.com
@slateprojects

